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tē BLY HERR V ALE IH, ХАВ ZE” 


З С.Ф.Ольденбург 组 织 和 率领 的 俄国 1914 一 
1915 年 考察 队 鸣 然 称 之 为 “东突 厥 斯 坦 考 察 除 ”， 但 事 
实 上 却 是 专门 被 派 往 敦 煌 千 佛 洞 即 莫 高 宣 去 的 。 考 察 队 
由 挑 遗 出 的 能 对 古代 文化 遗存 进行 全 面 调查 的 人 员 组 
Ж. GRRE C.D. RRENEN, MARA, ER 
Ep JRE kj AURA AN, BERE 5 6 deus АН ua SC 
Be, ЇЇ ЕШР С. М. Дудин BER. AEN, 
曾 参 加 过 包括 奥 登 堡 1909 一 1910 年 吐鲁番 及 周 疼 绿洲 第 一 
次 考察 在 内 的 前 作 次 考察 。 奥 登 堡 当时 已 姿 坝 了 上 丁 金 作 
为 考察 人 员 所 其 香 的 技能 和 热情 。 了 地 形 测绘 师 斯 米尔 诺 
KH. A. Смирнов 也 是 第 一 次 考察 队 的 成 员 。 此 外 ， 参 
加 本 次 考察 的 还 有 只 肯 伯 格 B.C. Биркенберг 和 民族 
ĒKHHHB.P.Pom6epr ， 击 存 资料 表明 ， 这 次 考察 的 
主要 任务 是 研究 古代 故 术 遗存 ， 对 其 进行 编目 和 考 定 。 

然而 在 这 次 考察 的 最 和 后 阶段 ， 考 察 队 却 因 在 敦煌 搜 
集 到 大 量 写 卷 而 名 声 大 振 。 正 是 这 些 写 卷 首先 吸引 了 专 
家 的 注意 。 对 其 进行 过 研究 的 有 弗 重 格 K.K.qDPnyr ， 以 
К Не МН, ERA. И. Чугу 


‚евский, ИЖМЫКОЕЕЖИ.Т.Зограф ， 古 列 维 奇 


И.С. Гуревич, ЖИЕ М.И.Демидова, ЭНН 
EER Sp Bd ВЕ Ее, be, ШЖ. FEB. 
Wei Paul Пешейе# ЕХ À, ЖРА AD T usse 


写 卷 采集 品 。 因 此 ， 对 保存 在 粤 彼 得 堡 的 考察 队 资 料 予 


以 最 大 限量 的 公布 ， 就 是 要 记述 、 研 究 和 出 版 这 些 敦煌 
写 卷 。 上 海 古 籍 出 版 社 和 俄罗斯 科学 院 东 方 研究 所 圣 和 披 
得 堡 分 所 率先 着 手 共同 影印 出 版 保存 在 积 彼 得 堡 的 全 部 
敦煌 写 卷 特 藏 。 现 在 ， 前 五 卷 已 经 问世 。 

俄国 东突 厥 斯 坦 考 察 队 返回 粤 彼 得 堡 后 ， 他 们 多 得 
的 资料 被 分 成 两 半 : 写 卷 部 分 被 移交 亚洲 博物 馆 〈 今 俄 四 
斯 科学 院 东 方 研究 所 圣彼得堡 分 所 ) RE: SN. HE 
测 给 资料 和 民族 学 资料 、 野 外 考察 记录 和 日 记 被 存放 在 | 
俄罗斯 艺术 博物 能、 民族 学 博物 馆 、 地 理学 会 等 各 博物 
ік. MRK, 4 B E h УИ ЖИТТЕ RE UK 
藏 ， 现 在 就 存放 在 该 馆 。 但 是 ， 迄 今 为 止 既 末 出 版 过 完 
整 的 搜集 品 原件 ， 也 未 出 版 过 日 录 虑 编 。 加 科 详 娃 瑟 . B. 
Дьяконовой, А ЕМ. Н.Кречетовой , Rg 
ШЕ (HERR )М.Л.Рудовой 的 论文 只 涉及 到 个 别 搜集 
品 ， 而 且 文 章 的 篇 目 也 不 多 。 | 

ЖЕНУ КАНИ В ТІ ЕЙІН ЖЕН ДИЙ In] Su 
Ж, ШЕЙГЕ ҢАН. SERME HH, LER 
本 出 版 之 后， 全 部 公布 奥 登 堡 考察 队 的 综合 性 的 资料 。 
为 了 指出 此 书 出 版 对 敦煌 学 的 重要 意 闵 ， 需 要 简要 地 谈 
谈 考 察 队 的 总 体 计 划 和 考察 方法 。 i 

EMNE EEF, MAR “АРКЕ НО”, 


即 专 为 博物 馆 搜集 陈列 品 ， 那 样 常常 会 破坏 古迹 的 完整 
性 ， 也 常 当 会 破 壤 个 别 古迹 遗存 。 人 针对 那 种 对 待 古 文化 
遗存 的 态度 ， 奥 登 堡 在 各 种 形式 的 学 术 会 议 上 大 次 表示 
了 抗议 。 他 逮 认 局 ， 对 古 遗 存 必须 进行 综合 性 研究 ， 要 
顾及 到 它 的 整体 性 和 所 有 细节 ， 而 不 是 只 注意 按 研 究 者 
的 口味 而 挑 避 哪 个 部 分 。 考 罕 队 的 工作 计划 就 是 由 这 两 
点 为 主 而 构成 的 。 在 奥 登 堡 之 前 ， 到 道 敦煌 的 外 国 考察 
队 有 英国 的 斯 坦 因 M.Aurel Stcin、 法 国 的 伯 希 和 M.Paul 
Pelliot、 以 及 日 本 的 天 谷 光 瑞 - 桶 瑞 超 考察 队 。 但 是 ， 只 
有 伯 希 和 对 石窟 进行 了 综合 考察 。 他 的 考察 队 拍 摄 了 大 


且 首次 对 石 富 加 以 编号 。 此 外 ， 伯 希 和 这 位 当时 供出 的 
BER, BPR ASIA LEAMA, RSE 
的 活动 在 方法 论 上 同 伯 希 和 最 接近 ， 他 们 曾经 相识 ， 因 
Jb, HS n CRE AU, HUM DEAR AA 
时 ， 奥 登 堡 就 立刻 知道 了 伯 希 和 考察 队 的 成 果 。 上 述 事 
кит, 为 什么 奥 登 保 把 自己 的 工作 看 成 是 值 希 和 所 做 
工作 的 继续 ， 为 什么 他 采用 了 值 希 和 对 石 寅 的 编号 。 

奥 登 堡 考察 队 的 活动 计划 是 非常 宏大 的 : 一 个 不 漏 地 
给 机 所 有 洞 富 的 平面 周 ; 对 洞 富 进 行 技术 描述 (形状 、 
ma) 和 内 容 描述 (век, ва, НН); ИЙН. 
AAKE, ARE: RITRAE; мини 
Ho 对 最 重要 的 日 标 进行 覆 写 式 的 勾 描 〈 透 描 ) 。 值 得 注 
意 的 是 ， 这 个 计划 中 没有 提出 拆 割 运 走 壁画 和 塑像 (这 
方面 其 他 一 些 考察 队 是 毫 不 客气 的 ) 。 ”这 可 不 是 表面 文 
章 。 正 如 我 们 从 艾 征 米 塔 什 博物 馆 敦 煌 收藏 品 中 看 到 的 
那样 ， 奥 登 堡 攻 察 队 搜 集 的 都 是 一 些 或 因 年 代 久 下 而 腐 
朽 ， 或 因 人 为 因素 而 破坏 的 艺术 品 ; 如 果 这 些 资料 不 被 
考察 队 搜 集 去 ， 可 能 会 永远 佚 失 。 

考察 工作 和 从 1914 年 8 月 20 日 到 过 敦煌 之 日 起 ， 一 直 继 
续 到 1915 年 1 月 26 日 ， 共 六 个 月 。 由 于 第 一 次 世界 大 战 的 
BE, CRUMBS TH, BROWER. [HIE 
SR, ЖО T kāti LIE. 

KU HER RAF EINER, Ж 
下 了 有 右 写 人 口 和 写 外 建筑 的 感 岸 全 景 。 增 补 了 伯 希 和 . 
未 查 清 的 玫 伯 洞 富 的 资料 。 编 写 出 了 对 石 富 以 及 包括 色 
ЖЕЛЕРИ НА, — ИНЕТ 
据 ， 区 分 出 绘画 和 雕塑 的 流派 ， 找 到 断定 年 代 的 根据 。 
这 份 叙 录 迄 今 其 至 没有 部 分 公布 巡 ， 叭 然 考察 记录 已 被 
辨认 出 ， 并 且 早 在 3 0 年 代 就 用 打字 机 打出 了 供 印 刷 使 用 
的 副本 。 一 一 C.®. 奥 登 堡 二 1934 年 去 世 ， 这 项 工作 是 由 
他 的 jā Е.Г. AXES ИН ЭЭГ Ф. И. Шерба - 
тский 院士 主持 下 完成 的 ， 这 是 第 一 部 完整 的 石 富 叙 录 
( 伯 希 和 中 然 留 下 了 笔记 和 墙 上 的 较 多 的 题记 记录 ， 但 不 | 
是 全 面 的 石 富 叙 朱 )。 第 二 部 是 谢 稚 柳 在 1943 年 撰写 的 (出 
版 于 1957 年 )， 第 三 部 则 是 70 年 代 由 敦煌 研究 院 完成 的 
(1982 年 出 版 )。 

考察 队 队 员 们 的 日 记 和 和 氢 录 连 在 一 起 ， 由 此 可 以 想 
到 ， 奥 登 堡 曾经 作出 规定 : 考察 队 的 每 一 位 成 员 必 须 记 日 
记 ， 以 便 日 后 合并 起 来 进行 研究 。 这些 日 记 迄 今 只 是 作 
羽 具 体 的 理由 偶然 被 引用 过 ， 但 其 中 有 大 量 的 文字 遂 示 
被 解读 。 然 而 ， 这 些 口 记 增 补 了 有 关 考 察 队 工 作 进 程 和 
工作 环境 的 许多 重要 资料 。 杜 金 有 天 本 这 类 附 有 人 物 风 
情 速写 画 的 札记 。 和 叙 录 为 造型 资料 加 的 插图 ， 大 部 分 是 
杜 金 和 具 肯 鲍 欠 所 提供 的 。 这 首先 是 大 量 的 照片 ( EAR 
г. BR REE RR), AMT, nahe S dd 
写 全 部 壁画 和 塑像 的 实际 记录 。 шэг 

杜 金 画 的 右 宣 内 部 全 景 的 速写 油画 对 照片 的 不 足 之 
处 作 了 补充 。 多 腹 这 些 速写 画 ， 很 容易 查 明 所 拍照 片 在 
每 个 具体 洞 富 中 的 位 置 。 对 最 精彩 和 最 重要 的 目标 进行 
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所 是 示 的 图 像 和 结构 的 轮廓 ， 这 些 从 照片 上 往往 看 不 请 
楚 。 在 发 现 壁画 上 有 和 宛 长 的 受 封 称号 的 题词 蛙 ， 他 们 就 
手 抄 下 来 。 抄 窟 者 想必 是 失 名 的 中 国人 人， 这些 题词 是 用 
毛笔 抄 的 ， 而 且 熟 练 工整 地 使 用 了 楷书 体 。 考 察 队 成 员 
中 未 必 有 谁 能 帘 出 这 样 的 并 字 ， 因 局 其 中 没有 一 位 汉学 
家 。 

LEE ARE UE HEIR. FF НУ: BB 
MER. ВК. НЕ, ФР 0109 PI IM 
发 现 的 古代 回 髓 文 木 活 字 为 特别 重要 。 奥 登 堡 院士 编 的 
考察 队 工 作 报 告 初稿 未 完稿 上 也 有 “一 百 三 十 件 回 髓 文 
木 字 ” 的 句子 。 这 种 活字 和 中 国 传统 的 雕 板 印 刷 方 法 有 
根本 的 区 别 ， 而 奥 登 堡 考察 队 发 现 的 十 物 是 活字 印刷 的 
最 早 的 例证 。 可 惜 ， 我 们 不 能 知道 这 些 木 活字 现在 保存 
在 什么 地 方 。 此 类 活字 照片 可 见于 著名 的 卡特 T.F.Carter 
撰 的 《中 国 印 刷 发 明史 》2 ， 也 可 见于 俄 文 《中 华 》 论 集 
KHTAK(1940 年 ) 中 布 那 可 大 IO. В . Бунакова 的 文章 。 

ЖӨӨ, зала Ева RUE ВИА МИКА, 
CMA MBA ME. tn Er, D eR RR Ue FIK 


чш а Шэнь Гуа {в книге «Мэн ци би тан ғы), изготовлял шрифт 
-лины, обжигая его для прочности, и набирал при печатании в жез 
ную форму. 
2 UT 
EAS E аучил распространения в Китае. 
| ie эпохи. Для китайского ипсьма, 
Š считывающего десятки тысяч отде 
ша | ных письменных знаков, подвияй 
| ОН шрифт, при незначительных тира: 
RER представляя очень громоздкое и 
[уйгурский) 2 u добавочной проблеме понскон ! 
циального кра асящего вещества 
CKOULEY обыч шая тушь, прекрасно ложащаяся на доску, плохо сма 
вает металлический шрифт. * Поэтому господство ксилографип. ока 
шейся более про CTBIM и выгодным средстве JM первс печатания китайсн 
текста, осталось непоколебленным и после изобретения Би Шона в 


Однако подвижной шрифт не 
Рис. 6. Древнейший чаг шш й шрифт рогое предприятие, не говоря } 
чение почти восьми веков, 
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Е КИТАЙ (194 OFF) 
ЕЮ, В.Бунакова 的 文章 。 
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МН НЕШЕ ТІМ EEE, HILE ANS T E gk PK BS 
нй ЙЕ JR ВЭ Л ЭН ШИВ Se JA RA ARE 
法 保 在 它们 。 

奥 登 堡 考察 队 的 主要 活动 天体 如 此 。 所 有 这 些 资 料 
正 收 入 本 出 版 物 中 ( 富 卷 已 单独 登载 于 《 俄 藏 敦煌 文 
KĀ» ЖЖ т) “， 并 且 完 整地 加 以 公布 ， 不 删 简 。 问 题 在 
CT. EMER AEN m, SE MAT ER LR A (E 
fi, СПЕ ва. AENA ЛИЙГ BA 
录 相 隔 30 年 ， 这 3 0 年 来 ， 洞 写 受 到 气压 和 气候 的 影响 ， 
其 中 许多 被 破坏 了 ， 或 者 由 于 一 些 人 为 的 因素 ， 如 切 午 

=, ЖЕҢ, ЛЕНЕ E “ЖЖ 

游 ” 等 而 消失 了 。 上 比较 奥 登 保 、 谢 稚 柳 和 敦煌 研究 院 的 
LAK, IKEA: E) ВНЗ ГАРАЖ 
前 的 状况 。 

可 以 确信 ， 绝 大 部 分 从 未 在 任何 地 方 公布 过 的 这 部 
敦 烛 资料 新 浴 编 ， 所 受 色 各 国学 术 界 和 敦煌 学 专家 们 的 
赞许 ， 不 下 于 也 是 奥 登 供 考 察 队 搜 集 的 已 经 出 版 的 儿 卷 
敦煌 文献 。 

1994 年 10 月 5 日 


王 克 孝 翻译 


1. 据 上 海 古 籍 出 版 社工 作 小 组 1993 一 1994 年 现场 铺 点 ， 除 去 重 
їй, 303800841 . 

2. T.F.Carter: The invention of printing in China and its 
spread westard .London. 1925. 


WERE oe a tres E P es 
HERE RJ jās 


1. 敦煌 -丝绸 之 路 上 的 明珠 


地 妹 上 最 大 的 陆地 是 欧 亚 大 陆 。 在 这 块 王 地 上 ， 各 
个 民族 之 间 通 过 和 无 数 次 的 战争 鼻 和 平 、 强 制 和 非 强制 的 
手段 ， 进 行 了 广泛 的 交流 ， 和 从 而 各 白 创 建 了 自己 的 民族 
文化 ， 共 同 发 展 了 欧普 文明 。 和 从 公元 前 十 世纪 周 穆王 和 
西 王 母 的 传说 开始 ， 中 国人 的 活动 范围 已 继 过 到 了 “ 昆 
ШШ” (ФЕ ЖШ) ' 和 锡 尔 河上 游 ， 而 在 公元 前 五 世 
纪 ， 希 脐 历 史学 家 已 经 提 到 了 绢 类 织物 或 者 丝绸 ， 美 术 
史 专 家 性 证 出 不 少 古 希腊 雕塑 壬 穿 的 透 体 薄 衣 是 家 绝 丝 
QUE, 说 明 中 国 独 有 的 练 织 产 品 已 经 传 到 了 地 中 海 3 而 
西方 如 希腊 、 罗 马 、 波 斯 和 印度 对 中 国 的 称呼 ， 估 乎 都 
和 丝 绢 贸易 有 关 ?3 。 到 了 汉代 ， 张 蹇 出 使 西域 ， 作 为 一 种 
国家 行 久 ， 对 欧 亚 大 陆 的 视野 又 得 到 了 进一步 的 拓展 ; 


”公元 三 世纪 ， 西 方 从 中 国学 到 了 使 用 马 锻 ， 从 而 使 绵 豆 


万 里 的 北方 草原 ， 真 正成 羽 以 马匹 为 主要 交通 和 军事 工 


广义 的 “ 丝 网 之 路 ”是 从 中 国 的 洛阳 或 长 安 出 发 ， 
主要 道路 有 ， 出 雁 北 和 河套 往 库伦 (БЕС) , HE 
西 过 阿尔 泰山 到 中 亚 的 草原 之 路 ; 出 云南 永昌 ( 今 保山 ) 往 
缅甸 和 南亚 的 南方 之 路 ; 治 南海 、 东 海 海岸 线 穿 过 马 信 
甲 海峡 往 印 度 、 伊 朗 和 埃及 亚 历 山 人 人 港 的 海上 之 路 ; 最 
主要 的 是 “西域 之 路 ”一 一 从 长 安 出 发 ， 沿 河西 走廊 西 
进 ， 分 鹿 为 三 条 通道 : HOFER, FEKI, FRI 
北 厅 过 阿尔 泰山 往 南 俄 草 原 地 带 的 丝 路 北道 ; EFER ya 
MAKI ARE йт Ж y ЭШ T K UP AUR TE РЧ HR 
И) ЧИ; БА. Pb E FS CE A LA Ed ШЕ РН. 
进 ， 然 后 和 中 道 会 涌 于 喀什 的 丝 路 南 道 。 

“西域 之 路 ”始终 是 最 为 温 长 、 也 是 最 多 地 会 聚 中 
国 、 印 度 、 伊 裔 、 西 亚 、 埃 及 和 和 希腊 -罗马 文化 的 古道 。 
在 其 东 段 ， 敦 煌 城 雄 跑 阳 关 、 玉 门 二 关 ， 扼 守 缘 路 北 、 
F, НЕ, УЗЫ, ERE, REF, KETI 
РНЕ ЛАК RA BR, KR, ВВ” 5. A 


HERE. ЖЕККЕН BE ЛЕГЕ 
RES) (эрэн, ЯРИЖ ЭСЭН MA Y == ñij RY St 
%. ЖЕ T tF IJ UB, ХРАНИ KI 


ЕРЕСЕН b. SERS, ЭНЕН, VU 


Ж, HAL SES REM RK yew (ЭН RF RE 
Ж, ПБТ Г KALE MRE. 


古代 重要 的 交通 杠 纽 和 文化 的 集散 地 。 

ZH HANSE РИА (A7366 | 
年 ) ， 主 体 建 造 大 约 终 止 于 十 四 世纪 ， 蜂 越 约 十 个 世 — 
а; 拥有 四 百 多 个 洞 宣 、 雨 千 多 身 彩 塑 、 四 万 五 千 余 平 _ 
FAKE. Kal SAVER KE, ЖЕ. JB MA 
йш CRE, LUCR АЕБ MBN EMER, LESER 
Pt RU ЙГ. ПЕН А. CU KIF AR A 
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iB. BE RE ЛЕШ TENA, AHH WF H fr 
RM. пакет РУИНИТЕ ЕЗЕН AXE 
SE, ТЕКЛИ їг H КІЛ. 

ATRI HEKE Л» ҮН T EA 
АНИ. CHR EM — EINE 
HER, IPNRA ЛЕШ. 

祖 光 绪 二 二 六 年 农历 五 月 二 十 六 日 23761900466 Н 
2H), ， 敦 煌 莫 高 宣 “ 藏 经 洞 ” 被 偶然 发 现 。 之 后 ，1907 
ESA, RRA AA NEH .斯坦 因 贿 买 24 箱 文书 和 5 箱 
绘画 织 绣 歼 术 品 ，1914 年 再 次 获取 5 箱 写 卷 ; 1908 年 3 月 ， 
法 国保 尔 ° НИЯ, ЖШ ТІЗЕ 
藏品 中 最 有 价值 的 部 分 10 余 箱 6000 余 卷 ; ”1909 年 8 月 ， 清 

Hd Синева ĀTI d А PE Y 6 
TAPAS IR” Ж, MERESSA I9 1145510 H H Ж 
Tb PU AK BAS K SIA Sita ЕН а JI — BB, ЖКТ 
大 量 的 珍贵 写本 和 文物 ; 1914 年 俄罗斯 科学 院 奥 登 堡 考察 
КЕ SEE Ж ЖЕШ IE a KĀ ГЕНЕ Ж. SON 
m; 19232 ШЕШ А RONR, WHEE. I, 
敦煌 藏 经 洞 的 遗书 和 文物 大 部 散落 国外 。 

本 书 收 集 的 ， 就 是 1914-1915 年 问 ， 由 C.D. EER 
领 的 俄国 第 二 次 西域 (新 疆 ) 考察 队 在 敦煌 搜集 的 全 部 
SAT an AT ERNST. FÉES. 


Jd F XY R PLAY HEB IPA HI BE DR. 


2. Hula BAK lu ЖА AS ЕРКІН) LIE 


C.D. xfi Е Т1Е1909-19102 RATE ER IR 
2% Y DM УЕ; 第 二 次 西域 考察 队 的 
EEE, “RSPR MASUR a (FORE) 
МЕН METTLE. “ЖИНИ ee Be 
中 国 西 域 (新 疆 ) 佛教 艺术 、 古 代 文 物 的 年 代 之 可 靠 证 
握 ， 搜 集 充 分 的 材料 ， 以 分 析 该 绝 术 不 同 风 格 之 特 
点 。”” 考 察 队 以 发 起 人 、 人 出 的 佛教 艺术 专家 C .中 . 奥 
登 堡 为 着，“ 奥 登 堡 是 中 央 亚 细 亚 和 中 亚细亚 古代 史 、 
艺术 和 与 民族 文化 的 著名 专家 ， 属 当时 世界 上 羽 数 不 多 的 
Жаа hand U LTS BR EN FAZ ° 
ea ЕНЕ НУ ВЈ Р. %3/n1909—19104 
Ж- A HE CMR. EUN B.C. 
ARA. HENS — 2 S SEBOX Ā LI. A .斯 米尔 诺 
夫 、 民 族 学 家 龙 上 贝 格 以 及 于 名 助手 熏 一 名 中 国 译员 。” 
考察 队 于 1914 年 8 月 20 日 到 过 敦煌 ，“ 洞 写 的 记述 工作 始 
于 1914 年 8 月 24 日 ， 终 于 同年 11 月 25H 。…… 然后 开始 详 
ІҢ ЗІН ЗІНЕ, ҰМТ. ЖШ. ЕМЕНІ 
TAE. " BJ л НЕ Жу ДИЙ: “С.Ф. М 


堡 考察 队 在 挖 据 与 清理 洞窟 垃圾 的 过 程 中 ， 除 了 发 现 十 
RAR RAN 391 7 хаи BE. С.Ф. 


PK Rodi ГЕН ВНЕ. ШК, Паж 
HUE RE HUE ки, 11 Ха k Е НН 2 00 FF 
EME LRR CRR. ° 7 

AR PR a PI FO ra. ERAS EMT FETT Pr W SX 
MK С. Ф. RE EAH 914 — 19 15 ЧЕ ДҚ 
(新 疆 ) 考察 队 带 回 ，1909-1910 年 叶 重 番 考察 队 亦 带 回 
部 分 写 卷 。 此 外 ， 疝 包括 1906-1909 年 C.E. 马 洛 大 于 间 
HERK. U.K. FEE KR Вер ED EE Ж 
852) EA 1909-191 OF Bt] c Bd КАНН Н.Н. 
APE L KAK EM нов. НН ЕЖ 5s 
PEE rp klu. ЕЕ (H HE ik u a, 
东方 研究 分 所 ) МЕ. (H ea BH H. E IN Sc PESE 
FEA. ше оживено BEMERKEN. ” 8 
имат ал БЖ АК GE FEY E BB, BREEN 
FATE im ПО UP IR TE, Huan A SHARE OF iy m 
所 说 ，“ 主 要 部 分 是 1930 年 7 月 和 1931 年 11 月 从 苏联 科学 
Bree KT ERA SS НОФ BE OE RJ. ЖАБУ АН E fU ACE US 
TE 451977412 H ë ER EDT WF ST BH 51| ҚАШ) Pr Uc 
进 的 。” 

多 年 来 ， 俄 国 的 粤 家 对 这 批 材 料 进行 了 认真 和 卓 有 
ВЕНА KR ИЕ, MARA, ДЕННИ, A FER PS x 
ек, AEA р УЫН an ЕО ic MER МИЕ ZF 
DR, 1914 FRNZEREN ЕНЕ ЛЕ ТЭЭН, 1221 
WAS ж eae ET EE at, IBZ, ЖЖ. BEA PT tia tt 
tí PL A ea, ЖЕЛІН TER 
REWA, зае АН RT Rx BER 
的 技术 方面 。 在 第 一 次 世界 大 战 德国 法 凸 斯 的 围困 中 ， 
有 些 学 者 甚至 饭 炸 于 这 批文 物 面前 ， 其 中 有 最 早 开 始 对 
敦煌 文献 编 日 的 K. К. ЖЖ. ДЕНИ ЛЖ ДНЕ, 
特别 足 中 国 猎 有 的 文化 瑰宝 的 情感 ， 已 经 并 将 会 继续 得 
BNO E ABE, 


3. 奥 登 堡 考察 队 资 料 综述 


从 北魏 到 元 代 的 敦 烛 文物 ， 有 着 不 可 比 所 的 文化 价 
值 。 相 对 于 今天 遗存 在 莫 高 十 的 材料 来 说 ， 各 国 探险 队 
IES VW. KZ AT Pg VJ m. HERIR 2 ВЕ 
所 得 ， 有 些 材 料 不 很 完整 ， 但 是 其 图 像 学 、 材 料 学 的 合 
R. DATAR AAA RE ES. 

奥 登 堡 考察 队 在 1914 年 拍摄 、 测 给 、 描 述 的 材料 ， 
提供 了 有 了 关 文 物 的 痢 景 情况 、 记 人 录 了 8 0 多 年 前 的 第 一 手 
资料 ;， 随 着 成 月 的 推移 和 种 种 自然 的 、 历 史 的 因素 ， 这 
些 材 料 对 于 探索 文物 的 来 源 、 对 于 洞 宣 的 研究 和 保护 工 
fr. A ERMA ER. So kan HER, EAE 
TN TF GENT йт Ж, bae RS AP OE i te ЕР. 
Fr BS Ze B| BG h ERI ELIGE, 1651 Т PREN ER 
Мемел. 

现 将 所 收 各 部 分 材料 分 别 叙述 如 下 。 


3.1 Яң lipa EX 

ЕРМЕ pa ka J ЕЯ LAE, ША Bd HR 
Ху US жит Rb “PSM LVI ES EAU РК” IE, 
WAER. Ж ТЕ ac ФЕДЕ ADEN ЕЖЕ НГ Т 
WEE. HR ERA SO HA, ЖАН AU PEE. 
Zh A RO ЯНУ H. AR НУ, ВТ 
合 当 时 能 够 过 到 的 科学 研究 的 规范 要 求 。 

奥 登 堡 依次 对 每 仙洞 十 的 叙 录 ， 人 在 1938 年 由 共 夫 人 
E.I. 奥 登 保 秆 人 进行 了 认 员 的 整理 、 打 印 。 在 打印 稿 的 
各 个 润 宣 编 号 前 面 ， 都 用 俩 笔 重新 描 给 了 平面 测绘 图 。 
打印 稿 总 数 巡 到 1 240 SH, Wale: “这 份 关于 千 佛 
酒 壁 书 与 塑像 的 记述 ， 主 要 目的 在 于 ， 和 从 创作 的 构思 和 
RE ИО ff BE, ав PJ RE A AE FO A e H~ ê 
HIS, RS, ATREA, ERTE 
握 的 全 部 资料 提供 给 者 些 没有 可 能 到 千 佛 润 就 地 进行 考 
论 的 人 们 ， 这 对 检验 我 们 所 作 的 结论 是 很 必要 的 。 应 该 
ЖЗ, francis, ева, MA, MERS — 
Fk. БН ИНЖИ ШК ARENA. ° CEDE 
wee AU К ДЫ КЕЙЫ, HR ONE SER MEL ЖЕН 
成 我 们 白 己 的 任务 。 和 当然 ， 由 于 手 是 缺 志 对比 材料 ， 在 
确切 划 定 某 些 年 代 上 可 能 会 有 钳 。 我 们 所 以 确定 为 魏 、 
唐 、 栗 、 明 各 朝代 ， 足 为 了 用 一 种 比较 明确 的 时 间 概 
念 ， 指 明 壁 书 和 雕塑 的 过 渡 形 式 和 风格 的 连续 性 。 只 然 
如 此 ， 我 们 仍 指望 ， 总 体 上 我 们 所 人 砍 定 的 上 时 间 是 对 的 ， 
没有 在 年 代 顺 序 方面 出 现 大 的 误 亦 。”” 这 种 坝 场 直 贤 带 
有 非 理性 的 成 分 ， 但 却 是 以 后 不 可 能 再 次 得 到 的 最 重要 
的 依据 。 也 许 正 如 奥 登 堡 当 上 时 对 此 项 工作 的 估计 一 样 ， 
考察 队 对 壁画 和 雕塑 判断 “总 体 上 ”是 对 的 ， 但 是 会 有 
- 些 失 误 ， 尤 其 在 八 十 多 年 内 国际 教 煌 学 人 钙 完 已 经 取得 
了 了 民 足 的 进步 以 后 来 看 ， 更 是 如 此 。 

到 日 前 为 涉 ， 已 经 问世 的 润 窑 叙 录 有 1957 年 出 版 的 
ӨГНӨ СОН ARBOR), HERREN it E 
MR JUR, AEREO ЕН, ЖАРА НИЯ 
À VE ic 9 МІНЕ; JF HEUER T Pi ГУМ, ЖЖ. 
жипюан, TER ROBERT ЖЕ bor HE IU EK 
ҰМЫ: 1982 年 教 煌 文物 研究 所 的 《 教 煌 莫 高 类 内 容 总 
录 》， 和 在 此 基础 上 补充 修订 的 1 9 9 6 年 版 救 煌 研究 院 
《敦煌 各 寅 内 容 总 录 》/!"， 是 教 煌 学 癸 完 的 最 新 最 重要 的 
WAR, ЗЕРНА ee, ER T E REFN E 
的 程度 ， 但 是 限于 体例 ， 不 可 能 对 内 容 进 行 稍微 多 一 点 
的 描述 。 伯 希 和 1908 年 2 月 全 5 月 所 作 6 郑 笔记， 记述 了 值 
希 和 编号 1-182 号 润 宣 ， 在 1981-1992 年 陆续 出 版 ，1987 
(EF. RHE ROR BOCAS QI is АЖ 
记 : Ant REED . fü 2 ЕЛЕЙ Y "Gem. 4! 
ВНЕЛЕ ЕЕ, ЖЕЖ LTE, Г GS 
БАЛИН РЕ Е ko; RHEE, ЖАЕЯИНЯ 
ASE d xx И, VA © ШУТ A9 Ж, ГЕД BE LE le fot ЗЕ 
id. 4 — 5 sl {A НИЗ AMA. EE e M RUXÊ 
同样 是 伯 希 和 编号 的 1-171 号 涧 写 的 内 容 ， 补 充 了 儿 个 
十 润 的 材料 。 除 了 详细 地 描述 测定 情况 以 外 ， 同 时 附 有 


ЭН МЕ BJ ЖИ ТИПП А AML A, EB ЕЖІЗЕ ГП 
їп (3800), МЕ CR) та (dsk) № 
Бл. МЕ ER FE EAN RISE асб DAS 19145 SEE 
的 、 但 直到 现在 才 首 次 发 表 ; HER ERE Е MG H] 22 F BJ RÊ 
ЖЕМЕ, НАРАДА Е РА алел о 


3.2 立 面 图 和 平面 图 

考察 队 以 伯 希 和 测 给 的 石 富平 而 图 、 立 而 图 作为 工 
作 底 图 ， 在 此 基础 上 记录 工作 计划 和 进程 ， 并 对 伯 希 和 
的 测绘 图 进行 补充 修改 ; 作为 具备 吉 代 观念 的 整体 性 的 
考察 工作 ， 以 及 出 于 更 加 精确 的 要 求 ， 考 察 人 员 逐 窟 进 
fî ГНЯВ ПО АНА со в, BE ЛЕШИП И ЕИ ПЕ ЖЕЛИН 
合 纵 成 长 迷 10 米 ， 高 约 1.6 米 的 总 平面 图 和 总 立 面 图 ; 因 
为 莫 高 宣 油 富 大 钵 排列 在 四 个 层面 ， 所 以 这 样 的 图 共有 8 
TA A, fī RMI 
的 现场 感 。 测 绘图 保存 了 1 9 1 4 年 时 莫 高 写 的 自然 地 理 的 
(包括 沙丘 和 悬崖 的 纹理 走势 ) 和 人 文 的 〈 如 洞窟 前 的 
EE FIRE SCS) 材料 。 如 果 把 当时 的 测 给 图 和 现在 
的 莫 高 富 面 貌 做 一 点 糙 咯 的 比较 ， 就 会 发 现 两 者 之 间 的 
很 大 的 变化 。 比 如 96 E (北大 像 窜 ) EER "UR 
楼 ”在 二 十 年 代 的 大 地 震 以 后 册 毁 ， 十 1936 年 修复 时 已 经 
MORT JURE” , iR REOR PCS ET Bd PETI ШЖ, 
以 及 其 他 许多 窟 前 建筑 ， 都 只 能 在 历史 回 片 和 当时 的 测 
绘图 中 找到 它 的 本来 面貌 了 。 又 比如 ， 本 世纪 初 莫 高 窟 
kā ATE it, BEE Tik UP, Ж 
层 洞 富 大 多 沉 理 于 流沙 朽木 之 下 ， 这 些 景象 在 测绘 图 中 
HIR ARIS GUIA, WES EAE. KU, 
即使 以 今天 的 眼光 来 看 ， 这 项 测 给 仍然 是 一 项 最 为 完全 
的 、 最 有 成 效 的 工作 成 就 。 在 将 近 8 0 年 渝 又 变迁、 外 部 
SPEEKSEL, X8 LER SORE An HE 
НЕ BUDET 


3.3 洞 富 内 外 景 照片 

考察 队 拍 撕 了 洞 定 外 景 和 内 景 的 人 量 照片 ， 按 照 原 
先 的 传说 或 者 记录 (ARBRE) , НЯ 200004. {Н 
实际 请 点 结果 是 ， 日 前 保存 的 包括 8 英寸 和 12 英 寸 十 种 规 
格 的 玻璃 底片 、 三 十 年 代用 上 述 底片 嘱 印 的 将 近 全 部 的 
照片 ， 基 除 重 复 部 分 ， 一 共有 800 余 幅 ; 其 中 部 分 照片 的 
底片 已 经 不 能 找到 。 男 外 ， 上 用 小 型 相机 拍 搓 的 外 景 照片 
用 属 在 考察 队 的 旅途 照片 训 面 ， 不 计 在 内 。 由 于 年 久 流 
失 和 自然 损坏 ， 内 然 实 际 收 藏 数量 已 经 有 较 大 幅度 的 减 
少 ， 伺 比较 伯 希 和 1920 一 一 1924 年 间 发 表 的 六 卷 本 《敦煌 
Tb» 3008504 RET, Erich. RUTRUM 
палма АВ Ва ВЕ, pj BAS AE, 
ЖЕЖ, MANS, MAR 
反映 了 石窟 在 本 世纪 初 的 历史 面貌 。 


IE БЕГ 
2. HY E FE АТЖ B RN 
TREE, 1208k RÉEL. ERA ETE Y zb 


EE 

ЖАНЕ, Жел EHRE ЛЕНЕ НЕ E, Sof Be ТЕ 
的 线条 和 色彩 。 其 中 有 些 描画 非常 精细 ， 表 现 了 良好 的 
БИЛЕ ЗЕ ЖЕ, ІНІН Y БНАЖ, М. 
ЖҮЙ РАМЕ, e RME TLR. SUB ТІМ АНЕ 
EL; ЖЕНЕР o ДЕ E EME, ЕЛІМЕН: 
5%, ТЕР НЕ НЕ ХУ Е RUE RS ER. ЗЕМ AU AL 
金 ， 很 善于 从 自己 的 知识 专长 中 理解 和 选取 画面 ， 比 如 
元 代 富 中 有 不 见于 “三 十 三 观音 ”的 特殊 图 像 “ Банн 
в”, ЭЛ МИН Г ГЖ”, НЕ NARE 
EE Y IE APE IG. UD A RRRS 
典型 特点 。 


Дээж 


X 
{ 
=} 


Abe Ar PEROT FA ЕН, 


BR ГЕРИ RE REE, EKA TT 85481 EB ê 
A В 3⁄ DOM а ето, HR, PERS TS Gn SP 
ж, ЧЕ ГМИНА, PURE 
ARA BJ ЖЕ ЈАРЕ TO SC ЖЖ DEA BOL JA ВАЛ. 
MER. ЛОВ ЕЕ ЗЕ FA ЖЕ Be Бэр УЕ Ж, HER 
写 则 准确 地 记录 了 整 帘 或 整 壁 的 色彩 关 保 。 考 察 队 记 载 了 
这 些 详 尽 的 形 像 资料 ， 为 奥 登 堡 进行 洞 富 年 代 分 析 预 备 
了 厚实 的 基础 。。 


3.5 ii E Bill 

奥 登 供 考 察 队 抄 写 了 许多 壁 书 题记， 集中 在 P.140、 
P.171 等 宣 。 这 些 宣 内 的 壁画 题记 也 是 伯 希 和 笔记 摘录 最 
510). MESA ERE, MAFIA E DARE. E 
ш. НИ, BASHA “а” 4%, IF ` 
ARTE. MBX. FAX. REHM, % 
ана MRE RE ERRI RSR, Ree. 
CHE ЛИ)». (Be, UCR SA ANA . 
HAERES ЗГ AERRICH TER A 
和 所 做 工作 的 继续 13”, 只 有 这 样 的 理由 ， 才 能 说 明 奥 登 
堡 的 做 法 是 合理 的 ， 也 因此 具备 了 独立 的 价值 。 如 P.167 
定 ， 伯 希 和 记 “ 此 外 还 有 一 人 条 榜 题 (需要 重新 看 一 


T): ЕЖЕ”, UU х, ШЕЕ ХБ 
“…… 主 沙 州 释 门 都 法 律 和 尚 金光 明寺 僧 x* х”, ЖИ 
了 值 希 和 “重新 看 一 下 ”的 硕 望 。 又 如 伯 希 和 和 奥 登 堡 
都 摘录 了 P.140 写 瑞 应 记 的 榜 题 ， 伯 希 和 销 文 较 奥 登 堡 为 
多 ， 但 在 文字 辨识 的 礁 俱 性 上 则 各 有 优 劣 ， 足 可 相互 补 
Ж. EI LI 211142321117 NEU LES 
DE, Иван ЖА SAAR, ШЕРІН 
行 了 核对 和 校 改 ， 力 求 做 得 完整 、 堆 确 。 

敦煌 研究 院 编纂 的 《 莫 高 窗 供 养 人 题记 》 校 对 了 伯 
希 和 笔记 前 三 卷 的 题记 录 文 ， 因 为 有 些 窟 内 文字 已 经 不 
能 辨识 ;而 同样 不 能 辨识 的 富 内 经 变 画 榜 题 ， 有 可 能 从 
奥 登 堡 考察 队 的 摘录 中 找到 结论 。 


3.6 旅途 日 记 和 照片 

МЕН. .斯 卡 奇 科 夫 的 介绍 ，“ 考 察 队 的 行进 路 线 
ERR- aZ- BARKA- 安西 -哈密 - 千 佛 润 (敦煌 莫 高 
я), ARMOR, ULMER,” + ERKE 
我 们 留 下 了 一 张 并 不 客 整 的 行程 和 箱 营 点 的 请 单 ， 记 和 令 
了 许多 当时 通行 的 地 名 ， 有 些 似乎 已 经 很 克 找 到 今天 对 
麻 的 地 址 。 目 前 保存 的 有 奥 登 堡 和 杜 金 的 旅途 日 记 。 杜 
risk Y WEAR ЛЖ. МХ. ЖЕ HIER EME E 
写 。 考 察 队 晃 在 沿途 拍摄 了 大 约 总 共 500 张 照片 。 这 些 照 
片 是 比较 小 的 3 5 毫米 的 规格 ， 党 常 是 两 幅 相 同 而 略 有 差 
FUE AAA RRA E, ЖЕ Ех ME ШЕН ЖЕЛДЕ 
的 立 笨 照相 机 拍摄 的 。 由 于 年 代入 速 ， 许 多 照片 都 已 经 
BEBE, НГУЕН, PEAKS 
仍然 保存 了 下来。 在 这 次 刊载 的 200 多 幅 旅 途 照 片 中 ， 可 
以 看 到 本 世纪 初 新 疆 、 甘 肃 洛 线 的 山川 地 理 生 态 人 文 的 
ща, FIRE М FT ТЕН ЖЕН. № 
WAS, sd. ЗЫЛ. LENA MA, Ж] 
TH И НЕ SMH, be {КИЕ AE ЕЛИП) 
кич, AOR. IMA BS Г 57 
队 勘 测 古 遗址 、 装 载运 输 文 物 的 场景 。 


4. 俄 藏 敦煌 夯 术 品 的 特点 和 价值 


俄 藏 敦 煌 艺术 品 包括 雕塑 〈 合 附件 ) 43%, 82516 
Wk. 925998, RIE, WEEE 78, CAMO, E24 
号 ， 残 片 4 Wb. МЕТ, ЖЖ F this Z EY 
总 数 只 能 估计 为 大 约 300 件 。 

俄 藏 敦煌 获 术 品 的 时 代 大 约 在 北魏 (公元 五 世纪 ) 
到 南宋 (公元 十 三 世纪 ) ет. rm eee ГАЛА T 
年 时 间 襄 ， 东 西方 文化 艺术 人 双向 的 和 党 示 和 影响 ， 中 国 汉 
Jk. fê, ШЕ. HÊ. A, SA I A 
ПИН, WAR DAE HCE K ЕЕ РЕ. 

Takasun ON. ERR E 
ЖЭНЕ Н ла, А Be JL ATE M 麻布 
xt. E ТАН RIT aS Pr 
有 的 藏品 既 可 以 同 莫 高 富 现 存 文物 以 及 散 不 世界 各 地 的 
有 了 关 艺 术 品 相 印 证 ， 又 具有 独特 的 审美 和 释义 的 意义 。 


区 尔 米 塔 什 博物 馆 东 方 部 主任 和 鲁 多 姓 教 授 和 纺织 品 专 家 
陆 柏 教授 的 前 言 和 叙 销 已 经 有 了 详细 的 说 明 ， 他 们 的 介 
绍 体现 了 了 以 俄国 学 者 为 代表 的 西方 学 者 的 关注 焦点 ， 
而 作为 中 国 和 东方 的 读者 ， 一 定 会 有 不 少 相 同和 不 同 的 
HERAN. 
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MESE RS B, RRA F/B Д FE Ê E a E [UE A 
BL. EA. LAA Ш ЛИЙ  . JE, L 
代 、 宋 各 朝 的 风格 和 技法 特点 。 小 型 泥塑 彩绘 «Аш 
BED «ERE du СИНЕЕ) (0x4, 6, 5), mE 
ЖХЕЙЕАОста FH. AE ТТР ЕАУ, 
ЕА Г КЕ ER ЖЕ 08 
HE $E ЕВ ЛА. — fl A М mn ЯЙ РЕНО 
PEER, MA LIÉE AG SHES НЕ РЕ; ЕН 
A Abi AAA Be RE aE. FF 
发 据 内 心 世 界 的 表现 能 力 ， 成 马 后 来 诸如 山西 太原 晋祠 
孟 母 碟 宋 代 彩 塑 侍女 像 等 优秀 作品 的 先导 。 这 样 的 小 型 
塑像 不 俊 在 英 、 法 收集 品 中 未 见 ， 即 使 在 莫 高 富 也 极 拟 
mA. 
WifE «ЖЕН» (дхі,2) 塑像 出 于 莫 高 宣 初 唐 
321 窟 证 合 的 两 侧 。 访 法 软 的 塑像 和 中 国 传统 的 “镇 曹 
ВА? MES BUY” GRAWE, AREAS 
POBRE, MEA AA ЇН) 28 ЦЕ Н Н ТЕ CUR GB EK 
S GRE Y ARES 


Ga 


= 


ЭЭ ao A! 7 та 


+ 17 - 


ti HIE. ФН, ХӘ. ЖЯ, БЫ, 
但 是 没有 食 草 类 动物 特有 的 象征 罚 小 的 角 。 南 件 彩 塑 大 体 
相似 ， 但 是 诸如 晤 毛 曲 直 、 口 奖 张 合 等 细部 有 不 少 的 变 
化 和 差异 ， 使 得 互相 之 间 髓 有 盼 呼应 ， 平 添 效 分 和 牛气。 这 
两 件 作品 ， 造 型 技法 倾向 于 写实 ， 而 图 像 表 现 上 网 于 埋 
А. FRE, ЖЕНА, АНЯ, EH ER, 
HAN TF PIR ЛЭН, HEUS SR HEY DEI. — pu nu jl 
了 类 动物 的 特征 变异 。 

中 唐 叶 著 时 期 影 塑 《佛像 背光 》 (x3 ) х 
PRIREJE. HOR EJ; ЭЕ, МЕН ЖЕ {ДЇЎ 
Hd. F. нат. GRA ER BCE де e à 
i. Мае ШИ TERO Е уе ЭНЕ ADS Z М up 
йг BE H {ЕРЕ JT KA M REY. КОН KĀ OT Е ЖЖ 
ЖЕ. БУННАН МА ЫН ЫЫ. "XE Е ik 
得 的 艺术 精品 。 


4.2 WEE 
UT ЛЕШЕ, 
俊秀 而 完整 的 有 : 
北魏 壁画 УЗЕЛ» (Дх196), НЫНЕ 
SUAE. BEKE: E ERB TOT. ГИ МІН 
felt p Rf. ЖЕ, НӨ ДНЮ 
HR. ШИ T pe 0151 26358058 ШІ, ІМІМЕ 
Ub LE Pii ІН ЖИ), KA ERBIL, ВОНГ. 
Яв ЛИ А HJ AE J] ВЕКА) (Д x 197) , 
RU SERRE, HIRE EH ДЖ, FE BRE. Ки 
A HCE E Е, RESM FREE N 
FIBA PI НУЫН АН EGE, BR S hipj HERT «РЖ 
LED MERR, ЖАДЫНЫ е PERE Ы ЕР, 
BAT (РЕВ) (Дх192), ШЕЕ 
te, НЫ OS BU ЛИ АНУ ТЕЛ ERN, Mm PEE ERB 
ИЛЕ WIE HN СЭ, ЕН (Дх188) 表现 
ТИЕН ЖӨЖ, ujë a PS ХІХ, HERAN 
“ЕРШЯ” ЖЯЯЯМЫ, Ї es ICT ЗИЯН 
K, EMRE реж НЭЭ, Sp “HAE P4” © 
АРСЛАН fi BEREK. РЕМЕНЬ, Sim 
НЭЭ А (Дх190), Fine MEI ue 
ЖЕП, BETTA (AREE be БҮЖИН, HI 
HEM ВЕК ВЕЧНИ A. 


Hz A К kt АЕ ANAL anu ева, Н 
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ЕАН ti ES е REN REP y St. 
Tite Sep Е CFE TOCAR IT AI Е) (Дх 
205), Ж "T ТАСЖХЖ” NR 
CK 3I Ti jll az WI РЕЙ SR APE Т ЖА Г», Ы 
ЖЕДЕ ВН РАЯ, HERM BEBE Кїї, BE 
Ek. WETERE, CHE, БЕН ДЭ {ЕП КЕ 
BER, Mb IE ЭШ ПМЕ. 

ДЕ ЗО МЕ НЕ AAA ОЖ ih B ОЙЛ EK) 和 
«ТАЮ», CREW) Ет, МР Ш, JAS 


SHIT, ARS MBIT. HAE ОШ LER) 
МУН не (Дх223, Дх224), = РЕМИ 
ІП ЛЕНЕ така dE. KAT GE EEK) IULII 
MOAR, Ande SC E. ФШИНАЗ. EA 
ЖЖ ГЭЖ) “ГР Ін” БУШ. C 
Bep ЕД: Ле BRE аг EMD ZO, Май 
ІҢ, MISE, MERR, SEITZ. НИЯ И 
ЛЕМ, Яг ПАРКА. ВН, HR 
Я. AA et RMT {Е SE ЖЛ К 4 4 5 НЕЕ 
ка; ня, ома ЖЕЛИ Г) ЖІЛІ ЕТІКШІ 
择 ， 而 依据 当时 敦煌 地 区 的 社会 生活 情 阅 进 行 了 改动 ， 
he EE д Ғы” ОХ Y “Шт”. МАНН 
ASE po AE ERA ARA AAA Е: 这 可 能 是 在 佛 
BREITER BE” ПО Ем; "fT 
E КАИ, ФИ ЕЕ. ЯР 
— 4, AT RES Fie Т DRE BE i 
13128 HF ОЗОН). 17, НН ER fA АЯ 
旗 ， 并 和 无 建筑 ; 所以， 对 于 研究 中 国盛 唐 到 晚 唐 间 的 市 
制 也 是 重要 的 材料 。 


4.4 Жї, Wis 

- EAT LARA RE. ЖІНІУ ОМ, ЖИЕ 
HAM ATE Енш. UR A= ARS Е, ЖЕН 
Ш, ТАК Be TS KH TĒJA Arti SSL БӨ лу 
Bë HEPA SH, Hd, ЕЖИК (1x73. 
74) +, Mit AES. зА Penh, AND Е 
NARA. ЕН Я-А, ЕЛЕЕ 
MENEH Ré ДЕН, BE ok TA ЖК 
Ei ХМИ MAUR Г 118 ПІН. -ALE 
te^ e J ii, FAB AE EF МНЕНИЕ; 给 
RN FR HZR , Е, WPF ESA B, (EG 
ПРО T E, dot E USURIS HAE. LA 
BAIT. EE ян, HPA RIE, 
земи, TER H EI HR KALMAR RE ЖЕН] laka) - B 
分 。 


4.5 {Ж 

AR ef LA Жл E MBE BE E ЕБІН. ХШ 
ЖЕ НА t ЖЕН. BR HE LEES ЖОЛ 
rpm QE Sete y PT A9 JC MR PA Ш. Ca HEE A 
(Дх242) 一 向 被 雇 为 是 最 美 寿 最 典型 的 五 代 什 女 而 
“RERI (E) "o. SAGE 、 衣 服 的 大 面积 黑色 块 而 , 穿 
ІҢ S A RIPE Но Ле EBE. VIA ER À D il I 
АЕ ek fin, НН НЕМ CS dé 0138 417). SE pk ud 
XE ea PERK LE RE SA) hal of (ep Be Es ӨЙ 
BES YG Db РУКА SE DE FPF, ЖЕ ОД 
ХАЙ PRB MEG (Дх245)., ЖЖ 
4» FEE UR OH, НН A TEES. AE 
KE — ву, MER GET, BY AE AL p AU ER A 
PRERE KAS EST НІНЕ ДОН РН! E 


RRB LEE, 162221-2-03-117-12121:17 20, НЗ 
的 功能 则 是 相似 的 。 

《 猪 脸 武士 》 的 纸 本 绘画 图像 共 有 2 件 (71x 243, 
244) 。 前 者 服装 是 粟 特 样式 的 军服 ， 持 剑 ; 而 后 者 是 中 
国 的 民间 服装 ， 持 徐 。 和 外 金刚 部 二 十 天 之 一 的 金刚 面 
天 猪头 人 身 、 持 三 股 钓 不 同 ， 可 能 是 经 过 了 中 国 化 的 改 
造 。 雨 件 图 像 的 不 同 风 格 形成 很 强 然 的 对 比 。 


4.6 纺织 印染 工艺 品 

俄 藏 纺织 印染 品 中 有 丰富 的 品类 和 技法 。 类 别 主要 
ня. @, Bē. Sb. 89. АЙ, А. dh. ВЖ, 38 
ЖЕН HERR. ше (ОМ KM, МИНЖ 
я). QUE, ECA, GO. WRA., TS. Fl 
$5. SW. 

从 高 加 索 到 中 亚 流 行 的 织锦 图 纹 ， 除 了 有 从 汉代 已 
经 传播 的 中 国 风格 的 图 纹 以 外 ， 膛 有 波斯 


风格 和 栗 特 的 仿 波斯 风格 ， 而 仿 波斯 风格 I 


中 义 有 布 哈 拉 和 花 刺 子 模 丙 种。 其 中 以 中 
亚 南 河流 域 的 布 哈 拉 的 一 个 村 莫 赞 丹 尼 纳 
HERO UE” BRR. BOO E 
Airis FAB, ЖУНЛЕ ES ES 
API, HREM ESA, REER - 
染 中 采取 了 中 亚 一 波斯 织锦 的 图 纹样 式 。 

VBI EE PROS) (IL x 55) 画面 
较 宽大 ， 采 用 木板 拓 印 的 方法 ， 图 纹 具 有 
明显 的 藤 纸 技法 痕迹 。 多 色 印 染 《 御 丹 联 ， 
PSC) (I x51) ， 可 以 和 吐鲁番 出 


ERB ВНОСЯ, ЖЕЗДЕН, Ж 


EI Л BOE HH BF KR E ORE 
Chxlviii 和 脆 珠 对 羊 纹 锦 Ch.009 相 互 印 证 
21, МӘНШЕР (Дх288) MEP MEA 


ЕТІПТІ е. 


BT UI 3 —EĒLĒKM ВЈ 
эсэн, БОХ RAP, dar AH 
mA, в Y UE MEI NE ЩО дек, 

АЙ. КАНЕВ, LAREREH, Ж 
HAS. eem (Ix107, 125%) Bias BAR 
E= fb. RABE, KARR, AGE 
RAI PÅ ES Bj; BEER F Y KKE, EPG Е 
ЖНЖ БІЗ. TEKA (ah) 的 地 方 ， 
НКТ “|” тей, RRA TAR. В+ 
nels, RATES TELAT AR], НИ 
RG EKRAN, Бод ОЛЖ ВЕЕ Y МУЖЕ, Ж 
Tš mi H Y REM, ЕЕ, НШ 
ЯЙ, REED He ІК ЕНЕ ДІҢ ҢІЗ: (Дх42, 
49. 167) 或 者 凸版 拱 印 (д x286a, b, "НЕ Р HE 
ÅA PER Е 55 ХМ) 的 技法 。 СЕНЕ 
УЕ) (Дх52) ток [ЕШ НІ 
ik, MESITA TABA, ШИНЖ 
BARRE Ж Ж ЛЕШ ДИТ LK ЭМЭ, НЕМ 


位 采用 了 多 次 套色 的 复杂 工艺 ; RRA Дх 
110 粗 麻布 情 面 经 过 折 普 ， 没 有 采用 上 述 木 板 夹 统 方 法 ， 
ЇЇ XE ЯН — X fE REBER, JÉ, pk. AS 38 HIJ IJ Ji EEK hel 
纹 ， 似 乎 是 当时 为 应 付 急 用 而 快速 草 成 的 “和 急 就 章 ” 
i FH ИУ 9], BMA ру ДЕ КАВ ЕТ, BIE 
Ma gk ai PA НИЕ КАРЬ ZEE T EAESCHIB (Д 
x222a.b.) , гн Ч НЫ, АИИ, KARÎ 
HER HPS {ЕТЩ БЕ ЕЕ ЕЖ, AA, Ж 
HERA RA AE ЗЕ22. СЖМ) (Дх 
56%). CRATES (JH x 171). 4R 31431 
出 了 这 种 工艺 特征 。 

不 少 在 蓝 色 绢 上 用 银 泥 铁 线 描画 出 的 观音 和 其 他 若 
ERR, 2 然而 用 银 泥 给 图 可 以 从 文献 
PRAEH., PERF, НЕНІ, Нар ЖІ 
oh og аран а Ан 
ina, РЕЖЕ (Дх330), НИН, Bi 

IH ле ES v& 91 Ai ê kL f ЖІК i rB ВО 

《 柳 枝 观音 像 》 相似 ， 但 是 不 能 绥 合 。 
Из UH "APT SS" BOE. емі 
| ^y ^e PA Ir] — М #£ BE ЖЫН Iñ FFE НІН 
cc В, ФК BDE F 8 ЕНЕМЕ Bü — 
ce. SRO BIB EEE НЬ 
“HRS” MRS. Wb W LU 

HG lil Xt K Re tk ОББ РР), 
ER ГЛЕН. Bir, ЛЕШ 
шин É ДЕ Bü HU Pd РЕ Bb ft 
佛 ， 几 乎 难以 认定 为 观音 造像 。 如 果 
DL | FF LIE E MMC 
Е”, ЖЖЕНИЕ БОЕ LE 


у ў Лем, КЕ 了 佛教 向 中 国 传播 的 第 一 


ХЕМ: 那么 唐 一 五代 时 期 东方 救世 主 
BE” dH Y MS A ЕЗ “HR? 
Нэгэ, HIRE T PiaR ANAR AR 


777 7 my ЛЕО EIER ЗЕЕ; EER, 
id AE He ЧЕН) < 4b sc ИЙ BU dec EE A A 
入 精品 之 一 。 
4.7 BRIE 
TEKS A RE PB OS nn, TET EO F, 


fe dk tl tī — "e ps] fe А Н КЕ. Be И 
料 既 可 对 缺损 较 少 的 图 像 继 续 级 合 ， 也 可 对 其 他 各 家 的 
藏品 有 所 补益 ， 故 也 一 并 刊 出 。 可 以 引起 注意 的 有 ， 已 
REE AC БУИ: ЕЕЕ PEER 《动物 图 》 (Дх363) 
ТЕВЕ Н.Ж ЛОНЫ EAR УЕ П Е ЕТИМ. 
作为 以 人 场面 大 效果 有 为 特点 的 壁画 为 什么 会 有 如 此 细小 
的 描 给 ， 实 在 不 可 思议 ; 壁画 残片 《武士 像 》 (Дх 
190) HR f ВЕНЕ Sp КВ, VRR 
ЕН) RI 在 纸 本 残片 的 组 合 中 ， 有 古籍 中 
书 的 一 些 内 容 ; 有 “尚书 武部 使 回 之 印 ” 的 印 截 二 枚 
(H x146) ，q 可 能 是 和 从 来 没有 效 现 过 的 明代 官印 ; ЕЕ 
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БА AL P n) (Дх191) 则 正好 和 盛 店 佛 弟子 
й (Дх188) ЛІНШЕ. БА МОЛЛ АТА 
# “ВЕКА (Дх262), BERR "BUR L^ 
(0x321) 等 。 事 宝 上 人 有些 二 分 细小 的 残片 会 受 旬 奥 登 
堡 苦 察 队 的 注 点 ， 是 有 其 白 苇 值得 重视 的 理由 的 。 

ЖИ KFT TEP BE RU Se u Wakas, (MTZ D 
РНИИ, H AT AU CE ІНІ НЕ. A АЈ 
нЕ, Ци, ИАН Л. КІМ 
БЕЮГЕН GE (EF (Д х 168, 266) ， 可 以 和 斯 坦 
pali an Р Р E BERE M BH Bj CT PT ЛЭН. 2+ 
нЕ, app RA MI AIRE Ар АШ FF (A Г fe 
ff. МН U ZE) poa AJ DE TR CR 
LE d ye We ER. wai fF Н.Н Wu E USB SF KK E 
ТИР, Те. М, DRE KEN. 
14: bd ^55 ДЫ по заспи HE I] pK bt AR: HFF nil BU bk 
X. ШШШ ЕН, ЭШ UR Л ORs Tt LI 
nur ИЛЕ А. ШОН DESI, d; se SE HITT LI АН Н. ст. 
ВЯ Fila ИЕ pk FR ИН fF 408 BU. 


5. ВОН БУГ m НОВ Ре ЯП ЙН ЖЕДИ HI 


51 HUB RFE 

Ң.1519894Е. ФОН ET de th eh БЕВА ВЕ, 28 
ЗОН ҮН. МИ EE SR] RE TEE ER fr, ММ 
RER UT dS, Ша À AY R 
Af Hr Ft BER ДИН ГИН RA Ted fi h 
We «и СНА»; Ме, У ЖЕНЕ 
Жн, SO FOR KIRAR WERTE Y aü E. 199146 
Hg Ae. dri Be tee n] A) CES IES 
ко Т.ТЕН ГЕЙІН ДЕҢ o ВОН МНЕ НЕНІ E ACA 
Al PS Po ЕЙ ЕЕЕ КН ЛАН (CAR dE CE 26 RI 
пи) ШЕТІ бах, Шо DRE. ЛЫН TEHT 
"ЛАМА. a e Е K, DAMN 56 
H MEC. Hr iH ВЕНЕ. flu Or E HY 4F fifi МЕ 
HE, 4Е1999Р Ж, РИ NARI t БЕ P u 
лака A E. 1n] ЖИНГ FE mt AE PR LH КАЙ Бе 
ЛЕГ НОЕ k |. ТИ. DR, 
ЕК ГАЕП ЕК, 2: 330 dx vé ВИК SE KZ E PU 
K. BE 12213 ROE TM RHE. PLK SI F| AS 
# (НО) AVE kl ай ht OE ER, ЭН 
ан, "ПВА AE SRE BH ЛАН, 8 35 5518 109 JJ. NÉ 
Нос Г оО ЧИ ин ГЭЭР 141186 AE ГЕ. ТЕ 
19944. 1996 (МАМЕ ГЕП, ШЕН ЕЕ, FH 
Ae ^E ĀM n ПО АҚ BL Bak SEE c 28 E ПВ Е, 0 
ERES Г HERF, БЕРИ ER PE ГАН. 1995 
ТЕО ИР се be ВЕ SCE ETE Р 8848 (458, ЗИ ЭЭЖ 
ЖОН a RE HJ WESE ЖЕ ЕДЕН Y RR ESO МАН: 同年 敦煌 
OF SE Е will be bē PASE L Ede СНЫ ГОР ИВ Cox dicis 
SO» DUNT RIA ФЕ НУ K bor VERI, ЖЕЙУ 813117 
нн, £508 $07; ФЕН. As ERI At EAE АЖ HE 


Tic en 


5.2 ИР ЭЛ 

如 前 文 所 说 ， 所 称 “1 9 1 4 EM яр EF 
藏 ”、 由 了 于 来 源 的 复 失 情况 和 缺少 必要 的 原始 记录 对 基 
些 材料 的 定性 、 定 量 的 工作 就 有 ЕЕ, 

ка “ЗОН Ф Гай” MMS, ЖЕ ВО НЫ де LA 
НОНО. F redi n T E WE НАМ PR ust ЖОМ 
ИМЕЛА, На пр Д рь ATA. nire ps f 
fi DE XH RESTI UELLE, nibh FC on АЕ: np 
VE HE ШЫН СД x 323, JL x 324) , ПАШНИ 
FAURE ICO RS PF Un TE SHEER EE. isa s NS BIDS AC 
CARME. X. JH (fi fe Кл НЭЭС PE SR В. 
МЕХ! (11x 351-356) , ВЕРА DIF аг HERE T e 
TR ABOU АН. BUT JUPE HE {FE 19964 Е ВЕН ИЕ 
够 提供 足够 的 依据 ， 人 在 此 也 并 收入 ， 以 便 参 其 。 

ТЕ ЕТТЕ IE HE ЖОН, НИЕ НИШ 
Abl CAR AA) 收集 品 ， 我 们 仍然 只 能 把 
ETE TS BORA BH A Ял ЕСК АЕН ЖЕН, eas 
专家 进行 深入 的 研究 ; НОП qi telebe M FE. Ж 
ША Е Й). ИЖ MERE (BR) 
МА (X2486) , МДМА X^ BEKIR “Ха 
ра-хото ЖИ. НН ГК. ДЗО 
JB bt PL {ХЕР ИД PU AL O E XEBER. ГОЛЖ дэр ВЖ 
I PG SP А, ПЕР SC FP ru ИОД Л. xs FAR E 
Fe К RES PY dd FR Е, nj Be AE ОРОС КЕНИ Е P. 
iê UL E BIE SC RI ЛЖ А; МИЛА OR ЖАК Ç FT 
ШЕ 5, W f B A Мрежи FJ Fd R 
ні, d AGREE № Л МА. НИЕ r F e 
I. HERA ЗЕ гі. ЕЖЕ. DEP 
IA HOC. PAI EMI BD; HE, EREBE ER 
RAT, MA ГРИМ. LE AMF ONE а RE Е 
TEEN REESE 
[s^ PIAR eu k y E. Bil Pilā i SME не. 3 
AT EJ ЛЖ A HI 

5) ЭЦЭЖ, T SIE LEER Ibo ЖЕ УУ YF SE PT OE T ПЕ y ЛТ 
раче ира ЖЕНЕ БД ВУ s rn Ar di 
Жаа, мин ЖЫ ХЫ ixi ат 
йл” KK улей ЭС. ЖЫ, ЗАРИ ЛР ЖОН Ж 
Wak ЖҮ ga FF E РА (ELIT AR == f TA mı ЕЛ Ia] p НИ 
Hh, AERO EI. Жр K PERI DEAS S TL НЕ RH IE 
СЕКЕН (д x 9433) 是 很 值得 注意 的 。 果 方 所 教 焊 文献 
Кр PU E AN > AI SE. ÀK % u ЯН К 
Be BR Pr E E KR PT мее, PER THA. MEL o 
И: БО Р AER OE SET 84416 SF Pt RU or У. RI 
ЖЕТЕН, 2025 US oi USES AE SIC AE ES (um. 
BA “БО” Rx H x" ЖЖ, ШАН ЛҮ 
ВСН ВН №, AE Pr ЯЕ 77 Pb В ЯНЕ ñb AE Д x 
100098 Е лт. BJ LA ASE ЖЭЛ ГИ Вин PU FR 
ыр berdi ROT аи НД. 


Me EHE. “е л” ASHE ETRE RES 
зе”, Л PA RKK ЛИ ВЕРА ОР НИ L HH: ñj `P 
ALE VS loi ER RI IY THE. BE BS AJ Но Зе Ж OUR ЯЖ 
Ki. ре ШАГНАВ ИЖИЛ FF MIF БН 7 ис 
ЕЖЕ, ач fr Ag ЖЛЕ ТЫ OT TJ PAPE Е s EAE AR 
以 前 材料 的 可 能 。> | 


5.3 编纂 体例 

关于 本 二 的 编 扯 体例， 我 们 参照 了 国际 上 的 同类 出 
М, ВР ПАЗЫ CH BR XERE) . INSTR 
i O Ay O BEDS АЕ. - 般 来 说 ， 文 物 图 
集 编辑 的 理想 方法 是 以 原始 所 在 的 润 寅 位 置 也 依 据 ， 可 
Eti ЕД nm p RU HR С Д ОАЕ (AR. Rod dk 
киха ASHE ER 82081619 dab. 有些 判断 划 是 来 白 
(ë ЖИЛЕ. is BIE ЖСК RE IL ВОВ c T ЕЕ. 
A (EAE EA, ЧИЖ ЖЖ KS IG PR BO PK SEKO, DÀ 
AH fi P СЕРЕ MORE Poe ЛА 3c 9 GE Jul 
JE sz BIKE LEM. FERE R BRIE F. Ж 
НЕ. НР ИТЕ 
LYS BC (EKK DL LS PAL h, за КҮЛІ 
洞 富 来 排列 。 

AS HEA ABBR hh, MEAS RE DS AP BER AU ELITS TE 
SPR, МИЛИ “ERREZ. DEN” NOM 
HOME AE. FR SEA RE N. GE on HE REH V ТЕУ 
We. ез DIE |: 1121 ВС Ob RINE 
ЖЕ (11588088 0414 598) ШИР. AEE AAD 
MU TOME. 81Ж CORAN KESE E AD DUO ха 
fe, ДАМ) о жн (kt RAIN AE hl 
ЖАН Ж). 112 (首先 是 有 幅面 的 比较 完整 的 全 
б. ЖДИ: Ren AH ЕЁ. НИ ИЕП ИН 
互 穿插 出 现 ) 、 纺 织 印染 工艺 品 ( - 般 说 来 ， 这 些 缘 
网 、 印 染 物 大 多 是 组 本 理 、 性 画 的 材料 或 者 脱落 的 性 带 
+, MAIS EAE ERS ALLER, нім 
инв, СД CASA. вик, SI. 4€ 
HY TE ER vl. БИН ОӨРЖЛИН ) ЖИ SEIT. fE 
IS MURAR SME: Ж TE WAT K 
да, (tii DET ANO RC AA TS ЛЕВ, Юл 
ни, ЖИЙЕН ПЗЕ Е RER HERREN, БОЗЗЁ 
BUE ASE HV EAR АДДА 


кен. FA EFM di. ЖАНР; АНА ЕЖ 
Ap ATA ARA НИН H ü F 
240511 RUT ARR. FE. 

EPA GEL 9 LA FIRK. Be be ETT Y ET JJ, 
EHH REA EE EE, АТ EPA ( 以 化 在 
相当 民 的 时 期 内 国际 学 术 界 鲜 有 人 知 ) BE, Mig 
研究 和 修复 还 存在 着 一些 缺 了 将。 有 的 图 像 偿 没有 得 色 满 
BRIERE. ЗЕ ЕДК БОЯ GER ІН. EX ILE 
DE EF fr НОЕ. Е ИА НИТЕ I. Ле КН. 
Л Йе, ТИМЕ Ч REET тили, АНА 
Pet thy, BESTER uf DBE BEY TE TUMAR: 对 е 
错 拼 之 处 进行 修正 : e DEP BBB] LE JR Dd rre tr 
ШІ. Ut ABC er. ЯЛ PR Pre БИНЕ 
MEN. ШТ HER E, СВЕ 
PES TERY AR. 1M e du - BE AE 55 ЕЕ ВЕ 4811) Hl 
Л, MAM ESE. 

ВЯ J Fl c H ДЭЭ ЖЭ С TE 4. AXE RO MU 
Ни да. PU “Р.” kon. ОРЖ) 
КИП "D." Кл; АИК ИЖ, “Дх? K 
WESS. “Ту? НА, X” BUKIK 
文物 。 


6. 结语 


Ç fk pk О УГ ин». Е СҚ ЖОН ХМ» 
(199258 BH ЯН). CACORE XC» (1996 年 开始 
出 版 ) Zhi. ГИ £ Hh BR 21: RB ДЕН PA ж РЕЛЕ RE П 
X 个 重大 合作 贯 目 。 中 、 俄 双方 的 研究 人 员 和 出 版 者 
进行 了 大量 的 学 术 性 和 技术 性 的 工作 。 许 多 环节 的 工作 
FÅ KEK ANG Bi X it re p E hii fr AIL PE. ДЕ 
AH AO fee. ЖЕ ЕН БОИЛЕН J Пу, Ний 
AAS FE CI] НА AA, dea КУН ий. 

在即 将 进入 _ 21 此 纪 的 蛙 候 ， 中 国 阅 说 沙漠 中 的 敦煌 
рын. ARR EI ksi” ЖЕНИ 00 АЕ 
纪念 日 。 我 们 并 此 献上 这 部 厚重 的 资料 集 ， 告 怀孕 育 了 
EEES Rll. 


一 几 刀 七 年 八 月 十 八 日 


A BRAY 4) ЖЕНИ А ДЕН REA, ДЕЗ, BU 
MIDA. Не, AER Cr k лм. Кий 
HE PIE EMR, REE НУЫ Sk. IB 
A eg Jl Be ЖАНЫ EER: 纺织 印染 工艺 品 的 原 
APA E WE BE BIE. ДЕННИ F. RIM fer 
2 NE ЗБ RAY ERR, KEDE BEER) UE 
ЖШ {ТИЙЕ 7/ fi. M LE. ИЖ 
ЖП УЕ n XE E rā šā ЕГІН ӨШ. BOR EC V 
AR Bk. ОН Pili Kit, UAE 
于 束缚 喷 者 的 联想 。 和 与 之 相反 ， 也 许 正 好 可 以 从 它们 的 
SEEN p. ЖА ИЙ, ОШ EMM TUE (EIE TE 


1 Hs. CIE Gif ff EME FAR . BR Curs 
a бээ SCHH) зи, ва ХН ОНЦЫН, 19944 11/1. 

IA. RICA ACER IgE a ЕСАУЛ ТИЯ № 
Ort. 

3 дни CP CHEE. : 章 第 四 季 ，《“《 支 那 名 称 的 四 
Ж». АЖ ОР Cini, Saini, PASSE Cyn , EMRE ARR 
“ХЭГ” Cina, Cin, ЖИЙ Seres F. MER. £4. ЖИ 
PO ЕОРАКИИЫН, 198545, 

4 RRE «Жын ОН та DR НО»... dk CE 
南 民 放学 院 学 报 (社会 付 学 版 ) 9, 19975252), Spp SE ķi Е 
Ш 129511) CRR Ня 1:5555 fi LH BORIS. HAAS pu 


iki: BAIN ÉTÉ ЕЖЕ, БЕНЯ. X 
we am HH. DES UL) RES HS Нето e. РНЕ LS 86 LE |H: Br ЕЈ я Bz 
НЕР ik CAE (Ал3024) dt AIL ES КВ В 7400 Z 
年 。 

5 сеща ИН» “НР ib. 

б ”关于 村 金 的 情况 ， 我 们 偿 可 以 知道 : 他 曾经 参加 B.B Mi 
治 大 的 鄂 震 浑 改 察 队 ，1893 年 随同 B.B. 巴 外 托 里 德 进行 中 亚 科 学 旅 
行 。 独 江 完 成 了 友 想 河谷 地 和 伊 塞 殉 湖 周 图 地 方 的 芬 察 ， 作 了 详细 
的 记录 。B. B .巴尔 托 里 德 的 旅行 报告 中 ，“ 详 情 主要 采用 C.M. 杜 
Фурии, SUB. В. 巴尔 托 里 德 《 Pac PERO R i 
(1893-18944:) 》， 载 于 《外 国 探险 家 西域 游记 》， 新 弄 甘 术 撤 影 
出 版 社 ，1994 年 9 月 。 杜 爹 还 在 1909 年 6 月 参加 C - D ° 奥 登 堡 带领 的 
第 KP RR SEK. {EIS HERFE ЧЕД АЕ Г iE SOOO E 
Н. вип OREN FRR ATE RAMP > 

7 HE XR RTT КК Be Н, RESI. 81:55, М 
书 等 350 余 编号 ， 其 中 有 些 已 经 拼合 ， 退 有 和 从 其 他 收藏 中 抽 回 的 个 判 
材料 ; 俄 只 斯 科学 院 东 方 研究 所 并 彼 得 堡 分 所 藏 敦 焊 浇 义 材料 为 吧 
001-366 号 ， 加 上 和 孟 列 夫 上 1996 年 9 月 补充 编 入 的 中 367《 UE E 
ЖО #1368 ЕЛ». LMI х 00001-Д х 190205, 
Нтк ЧИ  Х2)50-100 Н: 44 FF ox LE KR СН. 

8 MIX ӨВ НИЕ сат WE ЗЕТ ИН ETE te PIT pk SKE x 
Ы». dk «РУ bān) МЕРИН, Lid. 1992 
年 12 月 。 

9 ЫН (ЖЕ ЛЭХ Ни аг), dk СОНЛЧ ND), 
1994 年 第 1 期 ，1994 年 6 月 。 根 据 季 一 坤 先生 的 意见 ， 对 此 段 译文 作 了 
改动 。 

10 ЕШ Gea asi , ИНН, 195729) 
Ik, Ев. КИЕ ШЕ. 1996, ROMS OSB AE FE 
bi. SEAT. de. MAA ЫН a ЭЭН Ж» PURE, 

же хита Сва БІЛЕ». ШИШИЙ. 1982 
1F117]. 

BRAGA CRUG RP RER) . УЖЕ, 1996412 
A. BORER 19824 (0850) ERT. Pēra FE MSR Ba B Fd 
E МҮН ЖШ, МЛМ, KT ЭШ il jāt BBR 
ЖИ ГЕЙ Л, FERIA EH RE ši RUN Sak ЗЕ, 

ІІ WATT. НИЙТ Gadi REOR nud: iki» Ex 
Je уг - 5 Monique Maillard «Biz». 42H. НАЛЕ 
tb. 1993474 Н, 

12 «Рт MAÉ) SE. №174, АЮ ЖЕР 
АЕ Û Ê 

13 本 书 正 列 大 《序言 》。 

14 ИРЕНА а, AER H S dē PU DA РЕД. 
РАТИ, НПА: 41914-1915Ч РЧ (新 


ho 
to 


9m) Жш», dk CPE ARO ЖЕН, EBRO 
Ж, 1992412 A. 

15 МАЗИ ер ERIS Ax kutu (ll AC, 
HA - 般 社 会 文化 的 代表 作用 ; тимин. Lēš, EEE HI 
往往 和 所 表现 的 对 象 无 基 。 陆 柏 先 生 在 本 书 关 于 纺织 品 的 序 主 中 有 
精 到 的 论 ; 

16 шет СЯН ХЕ ИН СВО» “ЗЭ ИМ, № 
461-465 ЖБК. iR 4131, TIRE ORR, | 背光 nf 能 在 俄 
ВМ. " 49945 50 АВ ФОН ET? Ha, БОЛН, 1994 
年 8 月 。 
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国立 艾 尔 米 塔 什 博物 馆 东 方 部 的 敦煌 收藏 品 ， 主 要 部 
分 是 1930 年 7 月 和 1931 年 11 ЖЕКЕ БИКЕ А 
类 学 和 民族 学 博物 馆 收 进 的 。 大 部 分 绢 画 和 纸 画 是 1977 年 
2 月 从 鞭 联 科学 院 东 方 研究 所 列宁 格 勒 分 所 收 进 的 。 

目前 登入 本 馆 资 产 铺 册 上 的 收藏 品 共 计 337 件 〈 实 际 
数量 少 于 此 数 ， 因 为 在 修复 过 程 中 有 些 残片 被 扒 成 一 件 )， 
блан. MB. ME, RT EAR, ПРАВИЛ. 
js Fam s. ЛЭЭ ЭНН SERE ЖаАЛ ган, 

奥 登 堡 认为 ， 调 查 当地 寺院 足 考察 队 的 首要 任务 。 他 
在 日 记 中 篇 道 :“ 应 该 认为 , АРИЯ ( 指 考察 队 对 洞 写 的 
МХ ЕН) 同色 彩 画 、 影 描 图 、 上 照片 和 平面 图 一 
起 ， 为 全 究 寺院 提供 了 充分 可 靠 的 资料 。 

奥 登 堡 十 分 爱惜 文物 的 完整 性 ， 他 认为 只 可 以 拿 走 那 
些 有 可 能 完全 消逝 和 取 下 时 不 损坏 它 物 的 东西 。 

RRR E ER HEMET, BE E REA EE пп 
部 分 出 自 18 个 洞 富 。 其 中 的 13 rat SERA TEE, JF 
被 敦煌 研究 院 编号 。 奥 登 堡 新 编号 的 5 MR, LEB A ul 
A A EY, PE HER A M EATER 
有 疑问 。 由 于 缺乏 充足 的 文件 证 明 ， 有 些 文物 的 来 源 一 直 
不 清楚 。 

对 敦煌 收藏 品 的 整理 工作 包括 : ЖЕЕЯН (这 仅 涉 
МАЈА АНЗ Л) 加 以 比较 ， 结 合 对 其 内 容 的 进一步 
判 识 ， 按 原来 形式 进行 修复 、 缓 合 。 这样 就 拼合 出 了 若干 

T "ттт = 


Dll; 


fl: М.Л.Рудова 


件 材 料 不 连贯 但 内 容 容易 明白 的 画面。 例如 : EE CHAT 
ЕЯ) ЛЕД x 197 AI JL х 198 雨 件 歼 片 拼 合 在 一 起 
МЯН НТ, SE ӨМ СЭ (Д x 316) H 35 
FARER, ОШО Л у (Д x 223, 224), 《吕方 提 
HEERE) (U x 234) а НЕА, СОН ( x 225) 
是 4 个 残片 ， 等 等 。 

壁画 (Mūku, 它 儿 平 全 部 是 小 厂 片 ) 的 修复 工作 ， 
主要 是 从 战 后 的 1947 年 开始 , ШКЕ E .T ЖН 
半 ， 在 国立 艾 尔 米 塔 什 博物 馆 的 大 型 给 画工 作 室 进行 的 。 
HE FEA, 日 益 完 善 了 他 特有 的 修复 和 保 访 敦煌 塑 
像 和 壁画 的 方法 。 

AE ЖЕЛІНЕ ЕЕ ЖИЕ ФЕН ӘКЕНІ 
fî H. H. Бия Лев, AR ШИВ ЖИН TUK 
VII E CPI TE. | 

ЧЕ PERRET KP A AAA. EX 
E .C . 马 特 维 也 大 所 作 的 线 描 图 ， 则 对 理解 其 内 容 起 了 不 
小 的 作用 。 这些 摘 给 是 依靠 射线 学 专家 工 .了 . 西 维尔 斯 科 
夫 对 文物 进行 了 红外 线 测量 而 完成 的 。 

ТЕН BENE RECIBE BS E ЖОЛ А ЕНИ ERU НЕДЕ 
ЖЕР IAE ОТЫ ӘЗ Rol PIER EAS 
书 的 建议 和 帮助 表示 深 深 的 谢意 。 加 科 庄 娃 是 继 C .中 . 奥 
HE ZR, ІН ЕВ TEE СЕ ЖЕНЕ РДЕ НУ ОН ЕЕ 
料 和 原件 的 第 一 个 人 2 

作者 深 深 感谢 中 国 敦煌 研究 院 院 长 段 文 佛教 授 ， 他 看 _ 
了 艾 尔 米 塔 什 博物 馆 的 敦煌 文物 ， 提 出 了 不 少 赛 贵 的 意见 
和 看 法 。 

BE Hi FÎ FEE RE HFF IBI PIL FA 366 年 。 但 是 能 找 
BACHE на F IN, KEAT 500 年 前 后 ; ВП 
从 公元 500 年 开始 直到 唐 朝 〈 公 元 618-907 年 ) 初期 的 公 
元 七 世纪 以 前 ， 是 敦煌 佛教 画 术 的 形成 和 发 展 上 时 期 。 不 论 
雕塑 还 是 壁 书 , 都 可 以 明显 看 出 印度 阿 施 陀 、 中 亚 绿洲 ( 主 
REX) 画 和 术 风 格 和 当地 传统 的 相互 影响 。 

艾 尔 米 塔 什 博物 馆 收 藏品 中 属于 这 一 时 期 的 文物 ， 最 
值得 注意 的 是 : | 

EER, Tik, ЖЕЛЕ (I x 196): ЕЛЕҢ 
Ес. НУ, ЖИМ ЛЕ. ARF, JA Amis Kā 
Th. НИЕ ROBE, HAMA, KH 


2 PE AU Bus E n UL 


Зе, 245112: 3 KOR, 23% 
Se. BARRE Г БХ НЭР, BETIS ARTE 
ЕН MOR ARK, MMAR ЛИЙ ЭЛС ЖЕК. 
我 们 认为 这 是 北魏 时 期 (公元 439-535 4E) EC REST 
特有 的 。 

ЧЕЗ ë ИЕН ЇНЭН УИ FEREH (Д х 199, 200) 对 
于 了 解 石 富 寺 院 形 成 发 展 的 早期 阶段 也 许 是 重要 的 。 它 们 
是 在 简陋 的 设备 条件 下 用 相当 粗粮 的 手工 做 成 的 ， 但 没有 
шэнжэ л. 

ЖР ШЖ ЕВЕ ЛЕ, АЕ) ME 
(Д x 197, 198) 是 值得 注意 的 。 这 是 一 件 最 早 的 中国 建筑 

景 画 作品 ， 中 国 传统 在 这 幅 画 的 情节 叙述 中 得 到 表现 ; 
书面 采用 了 多 方位 布局 的 手法 ， 努 力 体 验 空 间 的 感觉， 使 
得 狩猎 场面 形象 生动 。 同 时 还 可 以 看 出 ， 它 辐 西 方 念 轮廓 
线 画 的 传统 技巧 的 有 机 联 紧 . 山水 画 的 所 有 成 分 --- 山 脉 、 
树木 、 人 物 和 动物 都 采用 了 这 种 画 法 。 东 西方 传统 的 有 机 
ERE. T Some Su St ES EMB, 柔和 的 褐 - 黑 一 
红 系 列 色彩 的 特征 ,为 确定 它 是 隋 代 (公元 589-618 年 ) 的 
作品 提供 了 依据 。 

HEAT TAL BEI ЯН, ЗРЕНИЕ T 
кр Н EURE. ERE BATA LAK Ra, RUNĀ El 
当地 传统 被 加 以 吸收 。 在 敦煌 ， 表 现 为 印度 佛教 造像 风格 
与 中 国 木 建筑 传统 的 统一 。 在 技巧 上 则 以 明暗 法 为 主要 手 
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Ez, KB Г PIRR AA. E 
空 处 画像 这 一 特点 也 应 该 属于 中 国 传统 。 

《 阿 疆 陀 佛 净土 变 》( I x 192) ПАНОВ BRI ВЕ 
в, KB ГНИИ k. ОН де BE FBT 
EH., ERAS HERK. ea E m ae AE нэр RER 
и BE DE T ЕШ WL ДИЕ. ЕАЭБ АБсЕ ЭВ ЖЕЛЕ: 
ЖН» RIRE ЛА JAS Е Г. HAE 
Ж) ERT EUH BR IR, ādu RAT AE? 

ЗАС ит rB AY BTE BRE AS LAA FOREN, 
但 是 试图 造成 空间 感 党 。 佛 像 安 排 在 稍微 后 退 的 中 心 视 点 
L, 背景 推 到 更 深 的 层次 和 后面, 两 侧 的 菩萨 像 排 成 对 和 角 线 ， 
XS cv ANSE. 

Өрэр-ГЭ ESE x 188) ЕКОЕ БЫ ЕРДИ (公元 
712-755 华 )， 即 中 国 佛教 芯 术 的 极 盛 时 期 。 采 用 明暗 法 输 
廓 线 的 画像 有 一 定 的 模式 (此 处 指 佛 弟子 像 ), 缺乏 个 性 化 . 
(或 肖像 化 ) 的 描述 。 但 并 不 是 简单 地 塑造 一 缺乏 鲜明 形象 
的 面貌 ， 而 是 一 个 真实 的 教徒 面孔 ， 他 聚精会神 ， 目 光 注 
Haan. Eher, RN 
唐 代 的 大 画师 们 。 据 文献 记载 ， 他 们 创造 了 中 国 佛教 艺术 
жи FE MJ BEBK o | 

ХН ЭЛ, BAT REIN ЕЕ 
ж (Д х 223, 22455), ЛМ, ЖЭ ЛА ВАН, Ж 
9832, MAMA ГРУША. ERE, MEM, À 
Alk. ARE RS FE E MERE EM. ЛИЗА r 
基体 的 个 性 特点 。 怀 天 的 形象 引 人 上 蝎 目 ， 她 伸展 双手 ， 持 
Ran; DURÉE, ЫН, REH ETA I ŠĀ AAT AT HJ 
We ER. НЕМО FAD BRA уби ESAE, dd HEE СВОИ ва РА ИУ 
FRB. ЫР RHP K ESE RARA, STATES 
PACA EREE. Ci RARR RA ІНЕН 
танар. HR E Е ТН EE LEE, „ШЖ 
了 中 国 特 有 的 斗拱 。 这 种 高 大 塔楼 的 上 接 部 分 被 称 作 


“ 券 ?， 在 感 唐 时 期 的 洞 富 (3217 4) 的 壁画 中 就 有 , 在” 


奥 登 堡 考察 队 折 的 同一 洞 富 的 照片 中 看 得 更 清楚 : 带 门 的 . 
ВИЕ, RARE AH AY AR RUE REA E PRIA]. Ж 
楼 是 城墙 的 一 部 分 。 雨 个 塔楼 和 在 唐 代 都 城 长 安 〈 今 西安 
TH) 城郊 发 现 的 八 世 纪 初 的 四 座 王 陵 壁画 中 的 门楼 相似 ， 
是 唐 代 同 类 建筑 物 中 最 早 的 著名 形象 。 此 残 断 右 上 和 角 的 武 
лек, 同 七 世纪 未 和 八 世 纪 初 陵墓 中 出 十 的 陶 抽 塑像 有 
着 直接 的 相似 ， 其 不 同 点 仅 在 于 天 饰 : 我 们 文物 中 的 武士 
SERIE Kl. 

LR Л БО РЕ, 26 Nu (ХЭН RE, BE 
48. Wim). 准确 地 表现 出 盛 唐 时 期 的 妇女 形象 。 脸 部 不 是 
独创 的 或 者 个 性 化 的 ， 而 是 当时 仕女 画 的 通行 模式 .。 女 供 
BARIA WBE P, ATERRAR, HEREZA 
ARR. ERATE Ее, 这 件 佛像 书 给 人 的 感觉 是 草稿 性 质 ， 
不 是 以 表现 画师 真正 的 创造 力 。 这 种 情况 下 ， 空 白 的 榜 题 
有 力 地 表明 , пее ROCHE EN”, 而 仅仅 是 半 成 
ЖЭЛ ВАН (Д x 222), 从 现存 的 残 断 推算 ， 
幅面 相当 大 。 遗 憾 的 是 全 保留 了 一 乾 幸 好 木 串 失 颜料 层 的 


АЯ, КЕН SENE AURIS 44 BE BORA Ep CE ЛВ. Л 
物 的 空间 布局 、 彩 色 线 描 、 明 暗 法 ， 以 蓝 色 和 橙黄 色 为 主 
MARA, IBER EIA EAR. ЗЕРЕ 
AR £32 J fi “ӘНІН, SAA, 
Kar, ИІЛЕТІН EEES, AUS ERA 
情 都 具有 个 性 特征 ， 使 我 们 可 以 得 出 结论 ， 画 的 都 是 那个 
时 代 活 生生 的 人 。 比 如 ,第 一 位 供养 人 坐 着 ， 人 双手 作 和 祈祷， 
面部 表情 看 不 请 楚 ; 第 二 位 站 着 , ЖӘНЕ, ЕН; 第 
240) 86 АЫ роу д КЕШЕН. dup ER PRAES, IH пу 
DEZE, SAPA A ЕФТИН], А БОЛІМ 
特定 的 心境 和 情绪。 

由 此 可 以 提出 ， 中 国 店 代 存在 一 种 独特 的 省 像 画 ， 问 
公元 四 世纪 的 书 家 颜 慢 之 和 公元 六 世纪 的 色彩 忌 理 论 家 谢 
ВЕКОВЕ ВИ. HR EE SN Вн, Mieze LE, 
ЛЫЖ.” Biti S PS AUR ER EREK EIR, 眼睛 
表现 了 人 的 生命 力 和 实 丑 , EE ШЕЕ ТИГ K Сан) 18 
出 了 画家 在 创作 时 应 当 遵 循 的 六 人 条 法 则 ， 是 对 颜 慢 之 理论 
的 继承 和 发 展 , RARER АВ.” 的 第 一 个 注 程 者 , 他 
认为 “六 法 ”中 的 第 一 条 最 重要 ， 第 一 气韵 ,生动 足 也 。 
即 不 能 表现 精神 实质 的 画 不 能 算 作 真 正 的 人 物 画 。 

根据 收藏 品 中 为 数 不 多 的 唐 代 壁 己 ， 我 们 可 以 得 出 结 
论 ， 莫 高 窒 寺 院 墙 壁 上 的 中 国 佛教 画 术 ， 是 在 中 国文 化 费 
入 的 共同 传统 上 成 长 起 来 的 。 

轮廓 线 细密 精 缴 ， 善 于 揭示 人 物 的 内 心 活动 ， 面 部 富 
FRR, 这 些 特 微 可 以 断定 千 手 千 眼 观 音 (Д x 283—305) 
也 是 感 唐 时 期 的 , 这 是 学 术 界 中 闻名 的 密宗 佛像 忌 最 早 的 


画 样 之 一 。 

敦煌 的 佛教 艺术 , PI DRE HBF (781-848), №) (848— 
907) 和 五 代 (907-960) 作 局 具有 一 定 涵 意 的 一 个 整体 来 
对 待 。 这 是 寺院 历史 上 长 迪 二 百 来 年 的 一 大 阶段 。 这 个 时 
期 说 ， 在 同 中 央 政 府 失去 联 蛇 的 情况 下 ， 敦 煌 的 佛教 艺术 
发 展 到 了 新 的 高 峰 ， 具 有 了 新 的 特点 。 中 唐 时 期 壁画 和 塑 
像 艺 术 作 为 各 种 影响 的 综合 体 ， 保 持 了 传统 的 造型 蕉 则 ， 
其 中 盛 唐 庄 期 的 古 血 艺术 起 了 重大 作用 。 盛 唐 时 期 敦煌 同 
中 央 政 府 有 过 密切 联 权 。 但 是 对 丁 文物 年 代 的 断定 来 说 ， 
这 是 一 个 最 困 崔 的 时 期 。 从 茶 种 可 能 性 来 说 ， 也 许 只 有 两 
ЇЕ-40 — 32 BE БИЧ (Дх 211, 62) МАЕ 
ЖЕЕ (JI x 221, 228, 225, 261, 220) 可 能 属于 这 个 时 
期 。 


收藏 品 中 晚 唐 时 期 的 数量 相当 可 观 。 首 先 足 有 类 型 滩 
ZU ER. BARRIERE (有 的 只 能 通过 
红外 线 才 可 以 看 见 )， 但 可 以 看 出 给 乙 传 统 延 续 的 许多 特 
A 佛像 的 线条 匀 整 柔和 , 面部 和 人 双手 的 造型 技艺 精湛 , K 
PME, HERO Энн, Лея, EERE 
可 以 认 羽 是 这 个 时 期 的 特点 (I x 79, 80, 210, 181). BE 
总 体 上 看 ， 这 一 时 期 的 给 忌 逐 渐 走 上 中 亚细亚 艺术 风格 的 
живия, НА ЭР ин ив ХЕВИ RIA ЕА. ДА 
BE BE Н Е АЗИЮ. АОН НЕ 
ЕДЕ. ELSE apk y PE Е. EBENEN 
SENSE, ыншы, BIER, JR 
HE REE З BRE. (EX INTR REOR. TT FIR ЖЖ 
ШІ (Дх 205) AF39 EIER. Же (LE 
是 右面 部 分 ) 几乎 完全 破 款 ， 但 从 中 可 以 看 出 输 廊 线 优 美 
ЖИН, BEATE TT Ну ЕЖЕ ТП ЛУ ЖЕ. 

MEMS, ӨМ ОРОЛ EE. ЮМ ЇЇ ХЭ Б 
bik S E MEEK, THEMEN FUE BE E, ЕНІ 
HE PARE REI ра 36, fS IB (за (EE HIR] De в: Не HH 
的 新 特点 。 

接 下 来 的 五 代 时 期 (公元 907-960 年 ) ЯН 
1 ФОН ГЭР 250150 8012 Bp FR. BR ВО HEEE ЖИ 
HEADER, ARTE FRE. Гб 
—, ИЖ (МЕЖ). 

SE POKES TIE PIE Uc pk ia Z [TESTE МИ SE A ЛА 
БЕЙИН ЖИ — Б, AU, LEE, ERI 
tt. Ju. T ERI BO И ЖР, 最 值得 注意 的 现象 , 是 
ШКЕ ЕЛ ER AR OT. ЗЕЙ ЕНЕ EE 
ВЕ Е УЖ НУ. SZ Bal ЕЛЕУ ЕР A HH 
БН. ЭН NE ЕК АА Р Л Р e E, RE 
ЖЕНЕ Al c ER, 

Я-ШЕЖАНЙ(Дх164) 是 最 早 的 一 件 著名 文物 ， 
上 面 的 供养 人 是 整个 家 庭 。 榜 题 有 祈祷 文 〔 未 保存 下 来 )， 
HEBEN, ABABA. Ami mea zu Y Ute 
ЛА ТАНЕВ. FEF EPA fi “AIRE” LI 
K h e 3X FER a bl A, AMA, NEUN, 
使 我 们 断定 这 件 文物 有 可 能 是 晚 唐 时 期 的 。 
值得 注意 的 是 一 幅 新 娘 画像 。 据 我 们 看 来 ， 佛 像 书 中 


di SUP Ще ПОЈ Z W h TCR ВЕ RER Y ЕО, Вр 
Ж ИЖА A. I FSR Но ен вх Ч ëJ (ET 
RE RF CAS ЭЭЖ ЛЖ ЛА НИВО P РЕВЕ FEK 
ЕНЕ ле BS ВТ SEC СНЕ, Нор utm A tk zB НЕ 
FAIRE). 

我 们 的 收藏 总 中 有 一 幅 上 一 面 岗 将 画像 ， 有 确切 的 造 
像 年 代 (公元 956 年 ) 和 多 乎 完整 的 祈 社 义 ， 内 容 是 祈求 
他 去 世 的 祖先 往生 阿 疆 陀 佛 净土 。 

对 营 障 形象 的 处理 可 以 看 到 这 个 时 期 的 典型 技法 。 服 
ЖЕНЕ ИН, ВЖЕ, VA i] — BR GSP AS I ME 
З, PARA OIEA, JE HIRD F AEF 
O A TNA TR 
ж A OU 8-1 л БНН НЫ, idk 
EME FER. PRAM вел kt З In ӨЛЕ RJ Ж, 

ШО ВК ЕЖЕ АЛЫЕ, плени, ЖЕРЙН 
КЕЛДІК) ХЭ НИ. ЧН Ви AAA BTR, HUE SEE 
Nap. FD дэ FEARED, SO ИН ЛА, ENE sk 
“Бой”. FORA EX VE RAMA (ЗЕ 
Но EE) Es AREE, MANES ЭХ) Е, № 
H RZE de un ЯН a SR M PI Б EEE. иа 
Жн OC De) In SIS RE E Ж, REE FARMER 
AR НИН ACH BY ES 
JR ШЕШЕП A 7 294%. ТЕЙ ШӘ МИРЕ РА hé T @ 
i Rudd. "ПИЯ EAB I IE: DL # PLC 55 
БООХ, HPF “ЕРАЗ, nbsp 
的 字面 意思 RE. (841 4 RARE 8 EP). HUE E 
f) AE ПШ K/h. EAS Fm BERE ood]. Ж 
T St ga fat 130 Ж Atāls E AS Ac] SRL BES | фо TT 
BAC AY EUER, 

证 明志 种 头饰 是 中 国 式 的 根据 , 是 《中 国 常 后 肖像 》 一 
ЖА (公元 960-1268 年 ) HAE IR. BEE 
ҖУЯ ТЭМ TF AE EAU. МЕН ЧЕ, БАН 
ІШ EARS. Абая, ТЕ НО НИЕ ОЖ, X EUR 
饰 很 象 五 代 - 两 宋 时 期 贵族 妇女 的 显 饰 。 我们 认 局 , МЕЛЕ – 


五 代 - 雨 宋 时 期 女 供养 人 的 头饰 ， 在“ 唐 风 ” 影 银 下， 在 
效 烛 得 到 了 长 展 ,这 是 由 于 寺院 同 当地 政权 有 着 形形色色 
的 联 紧 。 中 国 公主 和 回 髓 可 汗 的 姻亲 关 休 也 起 了 不 小 的 作 
Я. 

如 同 我 们 看 到 的 那样 ， 九 此 纪 敦 煌 佛像 盐 中 已 经 出 现 
了 供 伏 人 全 家 的 画像， 到 十 此 纪 这 种 情况 捉 更 多 了 。 完 全 
有 理由 把 它们 称 作家 庭 肖 像 。 这 种 家 庭 肖像 中 形成 了 自身 
的 系统 , 遵循 了 一 定 的 程式 . 具体 的 是 在 榜 题 中 指明 姓名 、 
称号 和 亲属 关 傈 。 对 所 有 画像 来 说 ， 这 个 系统 贱 格 记录 了 
供养 人 题记 , 丹 格 根据 尊 捍 男女 年 龄 对 家 庭 成 员 进 行 分 列 。 
首 句 祷告 辣 是 “ 佛 消 倍 弟子 其 其 ”姓名 前 面 不 加 官衔 和 年 
Ee OPA SEA ARABIE EE, DUR A PIRE ЖЕҢЕ 
的 妇女 。 

让 些 家 庭 肖像 是 中 国 宗教 仪式 肖像 北 展 的 一 个 猫 特 阶 
Ве, EMAIL -十 世纪 的 敦煌 间 和 名 。 我 们 认为 ， 它 们 仿佛 
是 以 顾 民 之 - 谢 赫 的 理论 传统 局 基础 的 中 国 肖像 悍 史 的 整 
个 链 索 中 的 一 个 个 别 环节 。 
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(=) 

ARE AC ӨЛЕР Н И SE ven “RAT” ЭР, КГ 
жахи теа ЕНЕР, BART 19 IU 
dH SEXO. ЕЯ лиш е, Hmm ER 
地 博物 馆 :。1907 年 斯 坦 因 拿 走 的 大 部 分 纺织 申 ， 藏 于 不 
IIE ate, (LA AIEEE KM xX MRE; 1912 年 由 
RAE Нона, ЭГ Е ЕЕ IB ll K 
fa] Ё 9. dj1914—19154E pH JR Xe 25848155). АНЫ 
SEP E RJ НІ IRRE HE КАЖИ НО 
馆 的 敦煌 藏品 数量 比 前 两 批 要 少 得 多 ， 公 及 斯 坦 因 所 得 
的 1Z5 或 伯 希 和 所 得 的 1/3。 据 说 束 京 的 国家 博物 馆 也 茂 
有 效 粕 纺织品。 中国 的 资料 宣布 ，1965 年 在 敦煌 第 130 
写 、122 富 和 127 写 中 发 现 了 六 十 件 八 世纪 的 丝织品 “， 
19724 (E №1254 3147642) 8”. 

全 部 敦煌 毕 织 藏品 共有 150 多 个 种 类 ， 除 日 本 奈良 的 
法 隆 寺 皇室 珍藏 馆 的 藏品 以 外 ， 中 国 叶 和 鲁 番 附 近 的 阿 斯 
ЗВЕНЕ TE B5 АЯҚ ти E де тр ERO FL ME ©] RA 
术 的 最 重要 的 资料 了 。 应 当 指 出 ， 同 敦煌 的 其 他 文物 种 
类 相 比 ， 纺 织品 不 大 受 人 重视 。 上 上 述 斯 坦 因 和 安德鲁 斯 
的 有 关 纺 织品 复原 的 葵 作 可 以 说 明 这 点。 遗憾 的 是 ， 在 
文章 中 很 少 谈 到 纺织 技术 ， 也 缺少 织 纹 图 案 。 目 前 凯 > 
里 布 正 在 对 德里 国家 博物 馆藏 的 敦煌 织物 进行 研究 。 此 
外 奥 里 名 和 达 列 尔 正 就 斯 坦 因 所 得 丝织品 的 织造 工艺 撰 
X5, $R - 拉 岛 里 正 研究 不 列 颠 博物 人 馆 收藏 的 敦煌 和 纺织品 
的 织造 特点 *。 凯 ° 里 布 和 维 艾 里 已 对 伯 希 和 搜集 品 的 纺 
织 技术 进行 了 全 面 深 入 的 研究 ， 并 发 表 了 论著 。 加 科 详 
娃 对 区 和 尔 米 塔 什 博物 馆 收藏 品 的 花纹 图 案 进行 了 修复 工 
Део, 

藏 经 洞 沾 发现 的 丝织品 用 途 各 异 ， 大 部 分 是 佛像 的 
Se, ERA ФЕИ. ДЕРІ, НН НА 
t£ SAUCE EI EBE JA ЖАН REI v 
尔 米 塔 什 博 物 馆 的 这 种 丝织品 的 尺寸 宽 2 6 ЖЖ, EM 
Ж, BARE, EN ATA EA. 

НЯ MARE WIERA, ER 
物 封 套 起 始 于 汉代 (公元 前 二 世纪 一 一 公元 二 世纪 ) 。 
敦煌 所 见 书 套 通常 呈 长 方形 ， 长 30-65 厘 米 ， 写 28-30 厘 
Ж. AURE ГЕН ЯРНИ. CEMRE 


了 ЛИ Лубо- Лесниченко 


RAR R, FEI FOF [Н] ЙЕН ALA ERM. Be TA 
2.5), RER a A А л, ШЕ 
ЖЩ ES LES. BREE TERR h ARE ВЕЩ 
形状 也 人 致 如 此 2。 

敦煌 收藏 的 丝织品 中 ， 各 种 各 样 的 幢 星 帷 帐 数量 其 
多 ， 足 以 证 明 其 在 宗教 俯 式 和 信徒 生活 中 的 重要 作用 。 

在 织 出 的 帷 帐 中 最 令 人 感 肉 趣 的 是 德里 国家 博物 馆 
收藏 的 一 巾 ， 长 过 2.5 米 ， 饰 有 矫 花 绥 带 ， 由 许 许 多 多 各 
种 各 样 的 丝织品 残片 镍 绥 抠 成 !?。 这 种 帷 帐 用 来 装饰 佛 
RSR BE Bp S] RE k. 

Нав ТОН, ИОАНН E (少数 长 方 
形 的 ) МӘН (ийн "T ), ГМИ C “#7 ) 和 
ИЕЛЕ ( “Ж” ) м. WEBB FARMER MER, 幅面 
KRE RHR, 2120-3056 A, KERX. | 


Кїї PO BE SRL EN SEE И ПА FJ та FÊ 
HERAS РІ. БЭ E” PRE, ЖАР 


428% (113558) ALI HARTO (110288) МЕ 
ER. BEHET AMARA, ANTES 0 5 xu 
CNE — ЕН) РН, TEN 
RED 8 С Eh, ТЕН — 14 р FN Êê BEF 3 
ӨШ HERRE HMMA. Ж, ERMEER, Ин 
ER WE AWE. ERIGE (1854) . #332 
jā (11146 8) 、 敦 331 宣 (114555) "Purse ве А mi ri pe 
到 的 文书 中 均 有 记载 。 

根据 文献 记载 ， 教 徒 们 认为 打 这 种 性 可 以 袜 灾 免 
ME, ши, KRES. eRe BAK, pH 
JE ЛЕ, HERE: 在 藏 经 洞 所 得 的 
OR AE], Az РИО th A ie AE 

REFE J XE RR HID TR, REN BAER 
AX. ШК ER M HE AR AM ， 但 是 这 -小 块 地 方 的 
产品 显然 不 能 满足 党 地 诸多 寺庙 的 需要 ， 故 所 用 丝织品 
HA ASIA BARA A RASE EZ 
AAA Dis, ШИН, Реч. NRHA. BORE TE 
SIA, AMAR AMIA, BEA — 
нш REE ім, НЯ EGER. На 
种 丝织品 CAR 6 A) 在 教 烛 都 很 贵重 ， 
THEE Be. 


(=) 

BAT Са” ЖАЙ УЛ ЛЭЭ ВО, 内 
BERX ГОН, хм. = Л. що (尤其 是 
Қ) 一 般 是 不 记 年 代 的 ， 上 只 能 敌对 比 的 方法 来 确定 大 致 
的 年 代 。 藏 经 润 中 的 资料 均 驻 村 贿 藏 品 ， 而 寺 贿 的 存在 
СВ ГЕНИЯ, HR. Sun BJ S In] 4F TC XF 
可 定 。 

图 版 后 附 表 中 列举 了 藏 经 涧 中 所 知 的 缘 织 品 ， 并 将 
他 们 同 天 致 确定 年 代 的 丝织品 作 了 比较 。 据 我 们 的 意 
见 ， 年 代 最 早 应 是 CH00118 号 ， 近 于 让 代 "5 其 装饰 图 
案 足 西方 成 分 和 中 国 回 有 成 分 的 混合 ， 这 在 六 朝 蛙 期 
(三 一 一 六 世纪 ) WERTE РЕНИ. На 
很 像 地 中 海地 芭 的 传统 : Oh LOS 1) kar 
树 ”， 化 纹 卷 田 吕 波浪 形 ， 了 里 结 处 也 很 典型 。 图 案 中 的 
НЕ. MEAR AU ii E SE UR E. FE REL 
js “BID E ТЕРА АС ЗЕ ЕЛО filio rfr duds 
ши», ES Ата В, ЖЕ 
有 越过 七 世纪 ， 在 我 们 所 知 的 唐 代 纺 织品 中 就 没有 再 出 
Hi. 

ИЖ, СНООІ78 3820 81С11001695 2) 丝织品 也 可 在 
Vi —— ХАНМЕН Л н SEA NAR ah РОК ZI JR 
型 2。 同 时， 正如 维 艾 里 所 说 ， CH00178(01193) 号 缘 织 
号 是 用 织锦 技法 织造 的 ， 反 和 硬 技 术 在 六 一 一 七 世纪 之 交 
的 中 国 曾 王 分 流行 。 

许多 纺织 品 的 年 代 可 以 俊 定局 七 此 纪 下 兴业 一 一 八 
ка EAE. wm "Bee Т0? sy. KER 
Pb Br Fm ан, ЕМ FOP EPTFE? ° 。 经 同 吐 鲁 备 附 
ж pp ABS Pih EDU. AF884800 ERU? + 21258 KEE TF 


НЕ ACH frt EZ RAR UE, MUA d rh E 
DE BA A В L НОЖ АН Е. 
Ян В РЕПА ñq fl EAC: Л Ка PP 
— ЕРШ Е. Не H LE ez Pr f$ 300 А kt A KR 
的 ， 因 为 我 们 对 这 一 时 期 由 其 他 地 总 来 的 丝织品 知道 比 
较 少 。 属 这 一 类 的 有 : “ЯОМЕЯПАЫ”, КЕЛИН 
纪 下 半 革 一 一 九 世 纪 。 膛 有 一 些 同 在 阿 斯 塔 那 莫 、 莫 谢 
Ad CAE) ， 以 及 同 不 久 前 在 莫 高 宣 第 1 3 0 ad BE 
НОЖ, БАРА ЛД TE K СЭ PA ГА ПЕ Ж НУ 


(=) 

藏 经 洞 中 纺织 品 的 年 代 各 异 ， 包 括 四 个 多 世纪 ; РА 
ЖШ Ан], ЕЗУ PT tle FA BP EE ie 

ERZES HA, ЖЕН, МЫН. BERF 
ЯН ЧЕ A ЛЕН IE ТЕ ГЕ, Uo ГЭЭЖ 
什 博物 馆 的 敦煌 丝织品 的 织造 特点 ， 基 本 Е ERX 
章 所 述 相 符 。 伯 希 和 和 维 区 里 在 描述 这 些 藏品 时 曾 研究 
了 织物 起 花 的 组 织 法 有 四 种 方式 。 所 有 这 些 方式 在 艾 尔 
米 塔 仕 博 物 馆 藏品 中 都 能 兄 到 。 共 中 最 简单 的 一 种 花纹 
是 在 平纹 地 上， 出 四 组 线 织 出 斜纹 的 组 织 伟 纹 (ЫП З 
斜纹 组 织 法 ) 。 这 种 方法 是 中 国 纺织 的 传统 法 式 。 正 如 
Ж ЛП SA Ноин ¬ улы 的 资料 证 明 ， 漠 朝 时 大 批 
音色 花纹 给 织 品 都 是 用 这 种 方式 织造 的 ?2， ЖЖЖИ 
НО 11888 AE A 111248 (Дх291, 292) ЮМ, 
法 织造 的 。 这 种 技术 以 和 后 发 展 成 平纹 地 上 由 六 组 线 织 出 
斜纹 图 案 CHI / 5 А). ХЯЖН I E 
НЗ (Дх287, 295, 289) 是 用 此 法 织造 的 。 

公元 七 此 纪 中 国 所 发 生 的 “纺织 革命 ”也 反映 到 织 
Эу TÊ E, KEES Е ШЕ ЕНШЕ. BE Г. 
简单 的 不 同 点 是 花纹 由 四 组 (3:1) 或 六 组 (5:1) RH 
毕 线 起 伦 的 斜纹 组 织 法 。 这 半 种 方法 相 比 ， 明 显 处 是 
Ж. ЖЕЛІНЕ, HERRE 90 DA LO 
塔 什 的 藏品 中 有 5 件 (IL x 167, 170, 46, 45+166, 
290) 便 是 这样 织 成 的 。 

最 和 后 一 种 比 上 述 三 种 都 要 复杂 ， 即 在 用 HERR 
Жак E, 51 Ш НТА Ы 
化 纹 图 案 。 

їнї ЖИ Е NE IB BE DI LP STF FAD № X W ЖЕ 
Ни ARRET пе” УЖ (НЕЦ "Au 
X^). HEX arse ГАНЕ ІЗ, Hob Al 
(JH x 152) (ШЕ ЖИ TR J. 

ORE AY seein ЫЛ EAR IS HORE 、 最 有 意思 的 
Af S S AE y МЕТ REN ЖЫ A MARE TE 
术 的 特点 是 ， 彩 色 花 纹 用 不 同 颜色 的 经 线 (通常 是 二 
(^) 织 成 ， 绿 线 只 起 辅助 作用 。 在 穿 过 经 线 时 ， 把 用 得 
着 的 和 用 不 着 的 经 线 联 结 起 来 ， 分 别 组 成 花纹 。 - 般 情 
ПЕ RES ГИЯ, ЖЕЛЕ ІШІМ КІН? 
1859, PCL анС11001189 Е дела ERIT). Жи A iê FÊ 
织造 法 ， 可 以 断定 那 是 七 世 纪 末 一 一 八 世 纪 初 以 前 的 产 
品 ? 7 。 这 种 织造 法 的 出 现 大 约 在 唐 代 以 和 后。 维 艾 里 的 侠 


究 表 明 ， 法 国 收藏 的 人 部 分 织锦 基本 十 属于 这 和 西方 法 ， 
区 鲜 米 塔 什 的 藏 癌 中 有 三 分 之 一 是 这 各 方法， 对 法 隆 志 
的 研究 可 以 说 明寺 种 方法 不 晚 于 八 世 纪 ”3。 

中 然 文 字 史 料 和 文物 研究 部 可 说 明 ， 纤 线 起 花 技 术 
在 中 国 的 广泛 运用 是 七 由 纪 初 的 事 ， 但 这 一 问题 全 今 没 
有 解决 2 ” 。 相 和 党 数量 的 敦煌 丝织品 是 用 维 艾 里 称 之 为 
“织锦 组 织 法 ”织造 的 。 把 这 种 织锦 和 汉代 织锦 相 比 ， 
可 以 看 出 经 、 绰 线 切 能 正好 对 调 ， 人 花纹 相差 00 度 。 维 艾 
TES B RB £5 Sas PRU AERE AES LAVE FE, XR 
AREE x 2 8 8 жил А His RE T S8 1p Y) — E 
织 成 的 。 

法 国 的 总 品 中 没有 用 这 种 方法 织 成 的 丝织品 ， 但 法 
降 寺 的 藏品 中 却 有 相似 的 。 对 束 东 织造 上 艺 的 研究 中 然 
Шу, (MJ ur DI а НЕЕ E ERAS TEN PERS HE 
SEAR: НЯ ре CE” ЖЕ. RARE DRI AE hn 
及 其 他 学 者 对 三 百年 间 (七 世纪 一 一 九 世 纪 ) 织物 的 仔 
ANE SE, MRS НЕ hb ле SER", 

ДЕС lī S dt Тн AGR Hb По JE CN AE ARA, 2013 
мау 2922. ДИ ЭРГЭХ ЖЕ КОН 
ARI ET uH. HAL ДД ЗА ЯК да НО НЕ BE 
中 ， 印 花 织 物 确 实 起 过 重要 的 作用 。 


ЕЯ ЖИРНАЯ ЖЖ, 


(四 ) 

如 上 记述， 研究 带 东 纺织 史 的 基本 资料 来 白 阿 斯 塔 
ЖАН. DOR SI 012 AK Вж и. НИНЕ ЛЕ 
位 于 吐鲁番 绿洲 ， 高 昌 故 城 以 北约 4 公里 的 阿 斯 塔 那 村 
ШЕН. д — HEE 9 1 ЗЕ НА KOS И HAUFEN. 
DR, 191647 НИЯ SSPE ЛВ sa TEA, 1928—— 
1930 EP ed 9 Из, 1959 年 起 新 疆 博 物 
BH AB SEL EB Ву Ела Ж ROE +, EES ЛТТЫ 
XC AR Е пут, Bl Wr RS AR zs Rb RE VU HE at E /V EAC HU 
已 存在 ( BUR E n ARE ee TARN ERR 536345, Т 
757784 ) 5, 

法 隆 寺 珍藏 馆 纺 织品 主要 来 自 732 年 侍 756 年 5， 它 


包括 七 一 一 八 世 纪 上 半 莫 的 下 东 缘 织 的 丰富 资料 。 至 于 
POR akin, Wu DA. SÉXETETUESZS— Hitta. 

за bord rt ВУ ЕЗЕРА НА TEN. МЛН 
КЕТЕ MEM, Нэг HEZE. REED) E edi ah 
FH ELA E ИҢ ҚАНА Е. 

С UA Y X SR E (АНГ T E 
81) ЕРЕ, 1 E НИНЕ PATA. ПІН, dX 
EA AE Re H EIER Fb 
点 不 同 造成 的 。 上 述 丝织品 之 间 有 许多 相同 之 处 ， 总 体 
上 可 以 互相 补充 ， 可 以 提供 一 个 中 耻 纪 早期 束 东 纺织 史 
ПВ. E S HU. AM E f SA А x 
dh. 

Ud yb, ОТ Ян АЈ 98 9 ЇН ЖЕ 9 H b КН A 
ARAS RE. Bol sc E ja] B d RE НН. 
Їй AK ot БЕГЕ] e Hu Ba up SE ЖЕШ ИЖ; iE n TEE ТЕКЕ Br 
RUB HR ТЕ Z гё le ИЖ, ЯВ ВНЕ 
би, THES ISI ДИН ЖЕТ E ЛЕ BHL ES. 

Decr Y un БЕШ tH Bl EIR A FF E ER EA Bi JE ull 
Бү HH BI Е BJ JEAN EHE PE. АНОМАЛИИ ШЕГІ 
"K, “个 渗入 东 地 中 海地 区 图 案 风 格 〈 六 一 一 七 此 
А), 5 Нл, ФН 
SMR (七 一 一 八 世 纪 ) ， 并 逐步 增加 了 彩色 图 案 的 比 
重 〈 八 一 一 十 世纪 ) 。 

根据 我 们 所 得 到 的 来 自 阿 斯 塔 那 墓地 的 最 初 的 资 
料 ， 可 以 认 局 ， 这 种 图 案 在 中 国 流 行 于 六 世纪 林 一 一 七 
Ш). шал ta, IP AFL. аве ми 
^x ЄН 9 Se МВт, CF Ри ЭХ ТЇК AE 
596-616*E5, pp We ІҢ ЫН НЕЙ (公元 589 一 一 
617%) БЭХЛЭХ, IMER BEM KR. БИН 
BF FO FFE АЧТА В 191 3, ЖШ (Akiyama.T) 鉴别 
iet id sr 15519 AN НЕА Ж-Е ADS, 

KAM FA AT НЕ Ри. Mg S T) BA ТЕ 
EIA ДЕ Pe НА НО 44510 ИН. CF Sl 
14) ui: CANTERAS, APT, HERM. ° HET 
El, ЖЕ. ЖЕ, ARE. Г 


Fc. MER ши, ЕЕ.” “大业 (605- 
617) 9), В ЖЕРОМ, MMH: “今天 下 大 定 ， 


MORE, MAA REE E. Mea AA, PE 
BUI HE, 22511004. ° Fi FARMER AT 
MERA, шут, ПЫН, ARA, 3% 
ГИЯ. ME LTfR А“. 7 ЕСА Sak ВАР 
见 到 各 种 各 样 的 题材 和 主题 的 图案 。 在 本 文中 我 们 想 详 
细 谈 谈 在 东西 文化 相互 灾 流风 中 占 重 要 地 位 的 一 种 图 
Es MITE EMBA E”. 

LAC OU, FER UA ARO AAA 
SEA E 
珠 纹 图 案 。 这 是 “种 圆圈 形式 的 图 案 ， 由 许多 小 周 珠 组 
We (РИ), REAR NKEA ВЕ (MERE FF D 
有 人 像 式 织物 花纹 ) . ӨРХ AT REHE аб HE pk В 
EPA ESTADIA NES 


* + 加 科 庄 娃 曾 专门 营 文 讨论 过 芯 珊 图 案 的 形成 间 
题 ， 确 人 这 种 纺织 图 案 足 复 现 了 装饰 的 灸 币 或 者 剪纸 而 
来 。 那 么 阵 珊 联 珠 纹 形状 碟 曾 在 其 他 织物 和 其 他 工艺 中 
出 现 过 ， 并 在 形成 纺织 图 案 以 前 就 已 定型 ?。 

天 于 际 珊 图 案 在 中 国 的 重要 材料 , Ju IR ЕЛІ 
(HEIR Eun» ERA Ro. ATE E am KF IE] AA 
ЇЕ: līgā, 1 ВЕ Dê. PL flu ER ET 
£e. HEAR. ЛЕА Р АР . ” “ВИ 
(618-629) . Ж (627-650) №, Аа. SHE 
ме, Я. REN, МНН, 2 2. 

[H ЕЖЕ ey k. ЯНА Se ЕЭ E REE. BE 
EH, ЖЖ, И, M ЛЕВ ЖЕКЕ ZA, м 
传 之 广 ， 可 由 以 下 事实 证 明 : RIE KAMERA ЙО D 
(БЕЙНЕҢ, ЕЕ. УМ) ШИЛ. ШК 
ж. НАЯ и ГК, SUR Г, ам, СНА 
PI Z EUST LE UE 

此 外 ， 在 当时 的 汉人 看 来 ， 这 +o] TE E SC 
念 ， 也 是 古老 传统 的 延续 。 中 国文 化 史上 也 曾 有 有 过 类 似 
MAR. {кР RPT Ki s (A PAT 
列 说 法 : RAR, ЕХ, Зи (ЖИ) uz. "o FF 
а ДОННА i Pr ae PL Y ARAN 
pie iB p A H: A Sopra Аня HE TE НН 、 据 此 可 
Деко, RAZER НК, RI 
Яв ра TT. ХА, 

SERIEN TUE E . WP EAT EE KARK, 
EA ^ НА AE, ИТАН BRAVE A 
会 引起 当地 上 大 的 感应 。 宁 德 ， 赫 党 道 : “这 种 精神 对 
虽然 的 反作用 同 西方 思想 风 有 其 些 相 似 之 不”， 但 “中 
国人 把 庆 种 理喻 推 向 更 速 ， 有 赋予 它 以 从 木 有 过 的 广 关 大 
空 ， 足 一 种 机 械 反 应 和 程式 化 的 愧 辑 推理 。” 

lec ER SF F PAŠU K JE ЛЕ HE Fr 
KE AEE НЫ, KAA H Fi BR P Di] Pi HE HB 4 E Žī iê ÊL 
RA MU I. пи, зе I) RAN ле s TE ААҚ m ЖИ Sid šā 
的 图 案 上 。 这 是 因 局 按 传 统 石 法， 钢 镜 反映 了 缩小 了 的 
HE, í ER SRB HE ri ВЕ NER. [н] 
kk. ВЕНУ ВО, 

Жагаа FE FE Е ПО AM, KEM Af T Ш 
ЖАН ТЕҢ (Ал ША), Hop tum 
现实 的 动物 : №. BE. AM. FE. MA. Е, H 
fi; И BE E ALA. iR fu EN ЕЕ, Е 
和 2F PEDE E 

-1---- ІН kt rp Л ЕКА FFP FE ЛЕ, 
[н] iy Ш.Ж roc fb Зе Wë WJ па ERE, (E “HERR АОК” 
( 按 巴 拉 捷 茨 所 称 ) ULT. PEM A An Beg VR UY А Af 
网 之 路 和 海上 伙 通 加 他 们 所 来 的 新 思想 和 新 方式 。 随 将 
НАНЫМ, Te KB A MEAR AAA, Тш, Ж 
hep Ж RB lu FFF f E ê АНУ PF EP HUE 
i. iE FEF 2 НН. Я Ë Eté BE TES; Sk 81 ЖП 
ETS AH AVETE. HEIET CEE SUCA A, Mi 
SE НИЖЕ TF FFIEC, ХЭВ СН. 


Fe HO 2e RE ЖЫТ 18:18: AA ТЕ. ee DIF E НХ 
ZA s| Ж fh {Ж Ж Пу E E E SEHR, HERA 
ft. МАЛИН АНУ АН LA ER . FEAL U 
之 初 ， 中 国 已 有 获 式 图 案 流传 ， 如 诺 因 局 拉 MP-1237 
号 和 楼 瑚 之 SCIIIL.04 号 2。 在 纪元 最 初 估 世纪， 中 国 纺织 
ER PALM АШ, ШЕ. НЕ 
де, MBE FE. ЧЕН OK Sir, В IR BEEF НА НО AR Se КОВ SE 
KER. аш йн КИЖИ ЖИ Ж, did E 
KL 2, AE AIS EE Rn ERNA H: Е, 
例如 : ЗО СҺаозод АМЕ Я и BILE EE BIR, Ни 
EFSER 8-93, МАНЕЖИ Я, [EY 
简 文 帝 (公元 371-373 年 ) 和 魏 文 帝 〈 公 元 220-226 年 ) 
Шир RPI“. 

所 有 这 些 立案 部 属于 如 意 (吉祥 物 ) СЖ, МН 
M IZ J Bf 28 S ER rU. dn SEE KI PA Cr E E 
М. dd. ВТЕ ЖЕ и РАЮ. Mi, Е 
BE ру Za NDR, ШИВ Se ХЕ rds PY. 
НЕ, ЖЕНА ЫҢ Дір, Jp BH АЙН ER À 
БЕЛІ А. RAE BLA IR REEL ki VE MB, KEE > 
Am) TER. 

所 以 ， 可 以 说 六 一 一 八 世 纪 的 中 国 艺术 (首先 是 图 
ЖӨНІ), ARR LS MENT ER ss BU | E AUX До FI 
Du Te. Р ÀX K 0 015 8413, PD. 
TEP I K Li PF, АИ “НН” Тир 
国人 傅 统 的 原始 哲学 概念 ， 首 先是 和 道教 概念 融 丽 一 
ft. jā -过 程 在 武后 (公元 684-709 年 ) 统治 时 期 达到 
THEA. yt Bee ЛЕЕЗЕ ES AE A SC. Jn 
CE SE) AB 9 4 ЕЕ HORE ВИЕ. Б.Ш 
Wi. ne. №. Р. MFS, 

PE ЛИН Ж A9 ТЕ] E AA ЖИ И {ЕЖЕ À FP BIC £616 BJ = 
ІҢ ІНЕН, ЕУРО T ВИ, НТ 
BI GF EH FO RE BS UREA, ТЕМА K ERE RS, Б 
象 地 说 明 在 移植 中 进行 了 舍 取 ， 被 舍 去 的 约 有 存在 于 想 
象 中 的 动物 和 时 猪头 ;而 其 他 的 一 些 形象 和 构图 上 则 成 功 
地 植 入 中 国土 地， 取得 了 新 的 象 微 ER, FEHB. 
JĀ Kid < MU TT F, ДЕ, ХА. Е. 145572 
ие Н MOR ER, Milē ЭН 
шы. DET. YES ши Пин (Л.Н Я 
ЗАУЫ zip ДИУ, BUELL RRA AK Be BS xx 
НЕ NR RM AR 威力 的 动物 ， 并 间 
虎 一 样 成 为 西方 的 象征 。 但 是 对 它 仍然 保持 着 对 雄壮 信 
ЛИЗ; JERE XARE НИ Г ЖЕЙК RE ЯНЕ. 

在 多 种 情况 下 义 存 在 这 人 秋 义 现象 ， 即 不 论 在 中 国 ， 
Bš JE 1E PF J. РА Ед Н.Н ЯН RH, tu 
Ж, CR. PEMBE 41172528 НОЖ, MENDES, 
从 塞 和 区 时 代 起 就 在 优 朗 各 氏族 中 广 羽 流传 СВ, ЗВЕНО 
党 拜 在 中 国 也 源 束 流 区 。 鹿 在 古代 道教 中 有 重要 作用 ， 
ВЧ ЖЕ Sha ABA, fe РАШКА“, 

TRUE Rte ши. РАЕН EA, ІП 
амы “ӘБ” КАМ ( T Май). 


пе ри, BER JE ER, ШИН, НО DR E уық 
(ОН ОР В АЛ Эр N ШШ], je E pt Fp С, 
ERR te Bh AE, SKA Ко”, 

ER ЕЖЕ К. {ЕРЕ ИРКӘ ARF îê BE H] rH КА! 
ФЕ] A ЗАУР, ШИЕ. К, №, Ж. МОН 
ER ASC REAM EURE RENE £, IAEA E EURE, js 
АА RS ЖЕР Be UE x RAB VU SP —, Hore 
MA AIR TREE, BED hr] ik PIE 
BARS AM CHAR. BME SEES E BAERS HF B BE 
FRH 55, ЖАН ARSE PITE. 

ШИГЭЭ, ЖЕК m E PE AR 354 E—— АЕ 
а, БНА А. EE LAIT RE. 
布 WO KE EL FT СИНЕЕ PR Bima FP Jik PR UE 
М ГЇН 5. ЗИГЕР Be BE Se FORE CET A9 Las pt 
究 ， 也 可 以 从 萨 珊 花纹 在 纺织 品 出 案 中 逐步 减少 的 情况 
提供 直观 材料 ， 如 六 一 一 八 此 纪 的 阿 斯 载 乾 墓地 出 上 的 
中 国 纺织 品 的 图 案 纹样 中 ， 陆 山 联 穆 纹 不 少 于 四 分 之 
一 ， 法 隆 寺 中 的 约 占 所 有 纺织 品 的 15% ， 而 教 煌 的 过 种 
图 案 不 多 于 10%。 在 我 们 已 知 的 、 已 确定 年 代 的 其 融 图 
案 中 ， 最 晚 的 丝织品 局 公元 9 4 3 年 (斯 二 因 所 藏 的 CH 
0026 号 ) 。 这 样 ， 阿 斯 塔 导 的 早期 材料 可 以 说 明和 这 种 图 
案 的 定型 和 早期 情况 ， 阿 斯 塔 奸 的 晚期 出 上 物 和 法 隆 寺 
EK Wm E ats М 1 E ЭНИ ER КТЕ) ЯН БЕЛЛ. SC ан НИК 
友 了 这 种 图 案 的 逐渐 消 大 期 。 
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Предисловие 


Л.Н.Меньшиков 


Русская Туркестанская экспедиция 1914-1915 тг., организованная и возглавленная акад. С. Ф. 
Ольденбургом, хотя и называлась так, но на самом деле была снаряжена специально в Дуньхуан, в 
“Пещеры тысячи будд”, т.с. в пещеры Могао. Состав экспедиции был подобран для проведения 
всесторонних исследований памятников культуры. Руководитель экспедиции С.Ф. Ольденбург, 
глубокий знаток Индии, буддизма, нидийского и буддийского искусства, был также признанным 
главой центральноазиатских исследований. Главным его помощником стал С.М. Дудин, художник и 
фотограф, участник ряда предыдущих экспедиций, включая и первую экспедицию С.Ф.Ольденбурга 
в Турфан и окружающие оазисы в 1909-1910 гг. Ольденбург уже тогда мог оценить искусство и 
энтузиазм Дудина как исследователя. Топограф Н. А. Смирнов тажк входил в состав первой 
экспедиции. Кроме того. участниками были художник В.С. Биркенберг и этнограф Б.Ф.Ромберг. 
Сохранившиеся документы также показывают, что главной залачей было изучение памятников 
искусства, их описание и определение. 

При всем том, до самого последнего времени экспедиция известна была больше всего 
коллекцией рукописей, собранных в Дуньхуане. Этому способствовало то обстоятельство. что 
именно рукописи прежде всего привлояли внимание исследователей в первую очередь. Ими 
занимались К.К.Флуг, груша по описанию рукописей во главе с Л.Н.Меньшиковым, Л.И. 
Чугуевский, И.Т.Зограф, И.С.Гуревич, М.И.Демидова. Приезжавшие в Петербург --- Ленинград 
иностранные специалисты; Чжэн Чжэнь-до, Фудзиэда Акира, Ямамото Тацуро, Пань Чжун-гуй, П. 
Демьевиль и многие другие почти все ранее всего знакомились с рукописным собранием. Поэтому 
наибольшее количество публикаций материалов экспедиции, хранящихся в Санкт-Петербурге, — это 
описания, исследования и издания рукописей из Дуньхуана. Шанхайскос издательство “Древняя 
книга” и Институт востоковедения Российской Академии Наук тоже предприняли в первую очередь 
совместное факсимильное издание всех рукописей Дуньхуанского фонда, хранящихся в Санкт- 
Петербурге, и первые пять томов уже вышли из печати. 

После возвращения в Петербург русских экспедиций в Центральную Азию их материалы 
разделялись на две части: рукописи передавались для хранения в Азиатский музей (теперь Санкт- 
Петербургский филиал Института востоковедения), а предметы искусства, топографические и 
этнографические материалы, полевые записи и дневники все это было помещено в различные музеи: 
Русском. Этнографическом, в географическом обществе, но впоследствии, после ряда перемещений 
было собрано в коллекциях Эрмитажа и теперь хранится там. Однако до сих пор не были изданы 


ни само собранне в целом, ни сводные каталоги. Статьи Н.В.Дьяконовой. М.Н.Кречетовой, М.Л. 


Рудовой (Пчелиной) посвящены лишь отдельным предметам из коллекций и немногочислены. 

Настоящее издание ставит своей целью продолжить сводную публикацию материалов 
экспедиции Ольденбурга в Дуньхуан, начатую полным изданием рукописей. Изкание готовится 
Государственным Эрмитажем совместно с шанхайским издательством “Древняя книга”. Для того, 
чтобы представить важность для дуньхуановедения этого издания, нужно кратко коснуться общего 
плана и методов экспедиции. 

С.Ф.Ольденбург не одобрял, как он выражался, “чисто музейные цели”, т.е. собирание 
экспонатов для музеев, результатом которого было нередко нарушение целостности, а часто и 
разрушение отдельных памятников. Против такого отношения к памятникам культуры С.Ф. 
Ольденбург протестовал неоднократно на различных научных съездах и конференциях. Он также 
считал необходимым комплексное изучение памятников, с учетом всех предметов и деталей, a ne 
выборочное по вкусу изучающего. С этих двух главных точек зрения и были составлены планы 
работ экспедиции. До Ольденбурга в Дуньхуане побывали экспедиции английская А. Стейна, 
французская П.Пельо, китайская, целью которой был вывоз из Дуньхуана в Пекин рукописей. 
оставшихся после Стейна и Пельо, японская, организованная Отани Кодзуем. Но задачу 
комплексного исследования ставил перед собой только П.Пельо. Его экспедиция сняла большое 
количество фотографий и копий с предметов искусства, составила общий план пещер, и впервые 
дала пещерам сплошную нумерацию. Кроме того, Пельо, выдающимся китаеведом своего времени. 
было переписано много надписей, имевших отношение к истории пешер. Деятельность П.Пельо 
была по методам всего ближе для С.Ф.Ольденбурга, они были знакомы, и Ольденбург знал о 
результатах его экспедиции сразу после завершения работ, до первых публикаций. Сказаннос 
объясняет, почему С.Ф.Ольденбург рассматривал свою работу как продолжение сделанного Пельо и 
почему принял нумерацию пещер, предложенную им. 

План деятельности экспедиции был весьма обширен: планы всех без исключения пещер: 
описание пещер как техническое (форма, размеры), так и по содержанию (стенопись, статуи, 
архитектурные детали); раскопки земляных полов в пещерах с целью обнаружения древних 
предметов; зарисовки общего вида пещер; фотографирование внутренности пещер; снятие копий 
(калек) с наиболее важных объектов. Замечательно, что в этом плане не было снятия и увоза фресок 
и статуй (в чем некоторые другие экспедиции не очень стеснялись). И это не просто декларации: 
экспедиция Ольденбурга, как видь но из состава дуньхуанской коллекции Эрмитажа, состоит из 
фрагментов предметов искусства, либо обветшавших от времени, либо разрушен ных людьми — 
и те и другие, если бы они не были собраны экспедицией, могли бы быть навсегда утрачены. 

Работы, продолжавшиеся со дня прибытия в Дуньхуан 20 августа 1914 г. до 26 января 1915 r., 
всего шесть месяцев, пришлось прекратить из-за начавшейся Первой мировой войны. Экспедиция 
вернулась в Петербург. Однако за этот короткий срок ею проделаны работы огромного объема. 

Сняты планы всех пещер, составившие сводный план, и панорама обрыва со входами в пещеры 
и наружными строениями. Добавлено несколько пещер, у Пельо неучтенных. Составлено подробнос 
описание пещер и всего их содержимого с учетом колорита —— Ольденбург предполагал на основе 
описаний выделить школы живописи и скульптур и найти основы для датировок. Это описание до 
сих пор не публиковалось даже по частям. хотя полевые записи были расшифрованы и с них снята 
машинописная копия, предназначавшаяся для печати, еще в конце 30-х годов работа велась Е.Г. 


Ольденбург, вдовой С.Ф.Ольденбурга, скончавшегося в 1934 r., под руководством акад. ФИ. 


Щербатского. Это было первое полное описание пещер (П. Пелбо оставил свои заметки по пещерам 
Дуньхуана и скопировал многие надписи на стенах пещер, но полного описания пещер у него нет.) 
Второе, сделанное Се Чжи-лю, относится к 1943 г. (опубликовано в 1957 r.), третье. Дуньхуанской 
Академии, —— к 70-м гг. (напечатано в 1982 г.) 

К описаниям примыкают дневники участников экспедиции —— можно думать, что Ольденбург 
установил правило: каждый участник экспедиции должен вести свой дневник, что поможет 
впоследствии свести наблюдения воедино. Эти дневники до сих пор лишь изредка цитировались по 
конкретным поводам, но в массе своей еще не расшифрованы Между тем, они добавляют много 
важных сведений о ходе работ и об обстановке, в которой работала экспедиция. У Дудина есть 
также записные книжки с зарисовками увиденного быта и типов населения. Описание иллюстрируют 
изобразительные материалы, по болыше части Дудина и Бикенберга. Это, прежде всего, большое 
количество фотографий (черно-белых, цветная фотография тогда еще не была распространена) 一 一 
числом до 2000, т.е. практически зафиксированы все росписи и статуи пещер. 

Фотографии дополняются зарисовками маслом общего вида внутренности пещер, 
принадлежащими кисти Дудина. Благодаря этим  зарисовкам легко установить место 
сфотографированного в каждой конкретной пещере. 

С наиболее интересных и типичных объектов снимались кальки (прорисовки), по которым 
видны подлинные размеры росписей и на которых выявлены контуры фигур и композиций, на 
фотографиях проступающие не всегда ясно. В тех случаях, когда на росписях встречались 
пространные посвятительные надписи, они переписаны рукою, видимо, переводчика. Это можно 
предположить по тому, что копии эти сделаны кистью и написаны искусным уставным почерком 
кайму. Вряд ли так скопировать мог какой-то из членов экспедиции —— среди них не было ни 
одного китаиста. 

При раскопках песчаного пола пещер было обнаружено много интересного: обрывки рукописей 
и живописи на шелку, монет, бытовых предметов и т.п. Но особенно важной членам зкспедиции 
представлялась находка деревянных литер подвижного шрифта древнеуйгурского алфавита. В 


набросках неоконченного отчета С.Ф. Ольденбурга в числе других предметов записано: 130 


деревяшек уйгурского шрифта”. Это открытие первый памятник книгопечатания набором, 
принципиально отличного от традиционного нитайского ксилографического способа печатания — 
постранично с резных досок. Местонахождение этих “деревяшек” не выяснено, но представление о 
них можно получить по фотографиям сходных литер в известной книге Т.Ф.Картера “Изобретение 
книгопечатания в Китае” (1926) и в статье Ю.В.Бунакова в книге “Китай” (Ленинград, 1940). 
Наконец, фрагменты живописи и скульптуры, которые были найдены отдленными от своих 
мест и которым грозила гибель. Ольденбург, как уже было сказано, был решительным противником 
нарушений целостности древних памятников, но все фрагменты, а также и разрушающиеся или 
снятые с их мест росписи и статуи тщательно подбирал —— другого способа сохранить их не было. 
Таково основное, в общих чертах, содержание коллекций экспедиций С.Ф.Ольденбурга. Все эти 
материалы входят в данную публикацию(рукописи стоят особняком и публикуются в особой серии 
俄 藏 敦煌 文献 ) ‚причем публикуются полностью, без сокращений. Дело в том, что представляя собой 
ценность как предметы искусства и их описания, они имеют еще и историческое значение. Между 
описанием Ольденбурга и описанием Се Чжи-лю прошло тридцать лет, все эти тридцать лет 


пещеры подвергались атмосферным и погодным воздействиям, многое в них утрачено или угасло в 


. 35. 


результате деятельности людей, как вырезавших фрески и снимавших статуи, так и просто 
портивших росписи. записывая по красочному слою свои имена в память посещения пещер. 
Сравнивая три описания (Ольденбург, Се Чжи-лю, Дуньхуанская Академия). можно точно 
установить, что утрачено за это время и как оно выглядело до утраты. 

Можно быть уверенным, что этот новый свод дуньхуанских материалов, в подавляющем 
большинстве нигдс никогда не публиковавшихся; будет встречен научной общественностью и 
дуньхуановедами всего мира не менее благожелательно, чем уже опубликованные тома сводного 


издания дуньхуанских текстов. собранных той же экспедицией С.Ф.Ольденбурга. 


5/Х/1994 


Preface 


by L. N. Menshikov 


The Russian 1914-1915 expedition organized and led by S. F. Oldenburg, ostensibly named Eastern 
Turkestan Survey Expedition, was in fact a special mission sent to the Caves of Thousand Buddhas 
- or Mogao Grottoes - in Dunhuang. On the delegation were men capable of all-round 
investigation to the heritage of ancient culture. Expedition chief Oldenburg himself was an old 
India hand. A Buddhism specialist well versed in Indian and Buddhist arts, he was also a 
generally recognized forerunner in the exploration of Central Asia. His chief assistant was painter 
and photographer S. M. Dudin, who had been with prior expeditions, including the first survey 
of Turfan and its surrounding oases by Oldenburg in 1909-1910, and whom Oldenburg had found 
to possess the expertise and enthusiasm required of an explorer. N. A. Smirnov, a hypsographer, 
was also a member of the first expedition. Others on the mission were V. S. Berkenberg and 
ethnologist В. F. Romberg. Extant data demonstrate that the chief task of this expedition was to 
study the remnants of ancient arts, catalogue them and do textual research. 


Towards the last phase of this expedition, the delegation won tremendous acclaim thanks to its 
collection of large volumes of literature. It was these voluminous manuscripts that drew the 
attention of researchers, among whom were K. K. Flug, the descriptive cataloguing group headed 
by Menshikov, L. Chukuyevsky, E. T. Zograf (Zuo Yilin), E. S. Gurevich. M. E. Demedova, foreign 
specialists Zheng Zhenduo, Akira Fujieda, Daro Yamamoto, Pan Chonggui, and Paul Demiérlle, 
who had been to St. Petersburg and who had all earlier learned of such a collection. Therefore, 
to maximize public acquaintance with the data of the survey expedition now kept in St. Peters- 
burg is to record, study and publish these Dunhuang manuscripts. As a lead, the Shanghai 
Chinese Classics Publishing House and the St. Petersburg Branch of the Institute of Oriental 
Studies, Russian Academy of Sciences have jointly photolithographed all the Dunhuang manu- 
scripts specially kept in St. Petersburg. Up to the present, the first five volumes have been 
published. 


When the Russian Eastern Turkestan Survey Expedition returned to St. Petersburg, they divided 
their finds into halves. The manuscripts were transferred to the Asia Museum (now the St. 
Petersburg Branch of the Institute of Oriental Studies, Russian Academy of Sciences) for its safe 
keeping, while the art treasures, hypsographical and ethnological data, records and diaries on field 
survey were respectively deposited in the Russian Art Museum, the Ethnological Museum, and the 
Geographic Society. Subsequent transfers, however, resulted in their concentration at the State 
Hermitage Museum, where they are now kept. Nevertheless, no complete collections of originals 
have been published up till now, neither has a corpus of catalogues been put out. Papers by М. 


V. Jakonova, М. М. Krechetova, M. L. Ptchelina (Rudova) only touched on individual items of 
these collections, and their articles were not many in number. 


The aim of this album, jointly compiled by the State Hermitage Museum and the Shanghai 
Chinese Classics Publishing House, and published by the latter, is, with the complete publishing 
of the literature as the start, to continue publicizing the comprehensive materials provided by the 
Oldenburg expedition. To pinpoint the great significance of this publishing to Dunhuang Studies, 
it is necessary to dwell briefly on the general planning and survey methodology of the said 
expedition. 


As was stated by Oldenburg himself, his endeavor was not for "genuine display purposes" — solely 
collecting exhibits for Ше museums - for that would often bring damage to the totality of the 
historic sites or wreck individual remains of such sites. At academic conventions in their various 
forms, Oldenburg had repeatedly protested against the behavior of this kind. Не also believed that 
comprehensive studies must be conducted with regard io ancient relics, that consideration should 
be paid to its totality and all its details, not just selecting some part to suit the taste of the 
researcher. It was on these two assertions that the general planning of the expedition was based. 
Prior to Oldenburg, Dunhuang had already been visited by British, French and Japanese ехреаг- 
tions led by Mark Aurel Stein, Paul Pelliot, and Kazui Otani respectively, but only Pelliot carried 
out a comprehensive survey of the grottoes. His team took a large number of photographs, 
meticulously copied the works of art, mapped the general layout of the grottoes, and for the first 
time numbered the caves. In addition, Pelliot, an outstanding Sinologist of his time, copied many 
an inscription relevant to the history of the grottoes. In methodology of his activities, Oldenburg 
most closely resembled that of Pelliot. As they were acquainted with each other, no sooner had 
Pelliot finished his exploratory work, with his first batch of materials not yet published, than 
Oldenburg came to know the results of the Frenchman's exploration. АП this explains why 
Oldenburg regarded his work as the continuation of Pelliot's efforts, and why he adopted Pelliot's 
numbering of the grottoes. 


The plan for the expedition's move was a grandiose one. They did a general layout of the caves 
without the slightest leak of specifics, a technical description of the grottoes (shape and size) and 
content descriptions (murals, statues, architectural details). They excavated the surface of the 
caves for relics, drew the entire scene of the grottoes, photographed the caves' interior and did 
carbon drawing (perspective drawing) of the most important targets. It was noteworthy that the 
plan made no mention of dismantling, cutting and removal of the murals or statues, which the 
other expeditions shamelessly did. This was by no means ostentation. Just like what we observed 
at the Hermitage Museum, the collections by the Oldenburg expedition were either deteriorating 
artifacts due to antiquity, or works of art with damage caused by human factors. If these 
materials had not been taken away by the expedition, they still might have disappeared of 
themselves for ever. 


The exploratory work commenced on August 20, 1914 - the day the mission arrived at Dunhuang 
- and continued to January 26, 1915, covering six months in all. Owing to the outbreak of the 
First World War, the exploration was cut short and the expedition returned to St. Petersburg. 
Even so, the expedition team had completed a great amount of work, including: 

Drawing of plane figures of all the caves to contribute to a general layout; 


Depictions of a panorama of precipices with entrances to the grottoes and buildings outside the 
caves; 

Supplementing materials which Pelliot failed to find out; and 

Detailed descriptions of grottoes, including statistics of their colors. 


In doing these, Oldenburg intended to differentiate, on the strength of these descriptions, the 
schools of these murals and statues so as to find evidence of their age. This record has so far 
remained unpublished, though records of explorations have been identified, and a duplicate of a 
typewritten copy for printing purposes had been made as long ago as the 1930s. Oldenburg passed 
away in 1934, and his work was taken over by his widow E. G. Oldenburg and accomplished 
under the auspices of Academician F. E. Sherbatsky. This was the first complete description of the 
grottoes. Although Pelliot had written down notes and copied the annotations on the murals, 
which could not be regarded as complete catalogues of the caves. The second one was written by 
Xie Zhiliu in 1943 (published in 1957) and the third was completed by the Dunhuang Academy in 
the 1970s (published in 1982). 


Combination of the diaries and records of the expedition members led to the assumption that 
Oldenburg had regulated diaries being kept by each and every member so that they could later be 
combined for study. The diaries have only been occasionally quoted for specific reasons, and a 
large amount of things written have not yet been deciphered. Nevertheless, these diaries aug- 
mented materials concerning the process of the work by the expedition and their work surround- 
ings. Dudin kept some books of brief notes attaching sketches of humans and pictures relating to 
local conditions and customs. The illustrations for the modeling materials of the descriptions were 
mostly provided by Dudin and Bakenbauer. Mainly in the form of photographs (all black and 
white, as color photos were as yet non-dominant), which numbered over two thousand*, they 
were actual records of the wall paintings and statues in the caves. 


Dudin also did panoramic sketch oil painting of the caves to make up for the insufficiencies of the 
photographs. Thanks to these paintings it is now easy to locate each photograph in its proper 
position in the cave. Moreover, carbon copies were made of the most elegant and most significant 
targets to demonstrate the pictures’ original breadth, the outlines of the images and structures, 
which were indistinct if viewed directly from the photographs. Where there appeared on the 
murals inscriptions attributed to lengthy granted titles, they would have them handwritten down. 
The copiers are believed to have been anonymous Chinese as the inscriptions were written with 
Chinese brushes and were calligraphically in skilled neat regular script. The undertaking could 
not have been done by any of the members of the expedition, as there were no Sinologists among 
them. 


Numerous important finds were made when the sandy surfaces of the caves were dug. The 
unearthed artifacts included scrolls or their fragments, coins and articles of daily use. Members of 
the mission attached special importance to their discovery of the types of writings by the ancient 
Uighur people. The unfinished preliminary script of the expedition work report by Oldenburg 
also gave mention to 130 sentences in the Uighur writing. Such a piece of writing is fundamen- 
tally different from the traditional Chinese block engraving printing, and the antiquities found by 
Oldenburg's mission are the earliest samples of type printing. Although, regretfully, we have no 
notion where these wooden types are now preserved, such types can be seen in the eminent T. F. 


Carter's The Invention of Printing in China and Its Spread Westward published in London т 
1925. 0. В. Byunakov's article in the Russian edition of Anthology of Theses on China (1940) also 
carried pictures of such. 


Finally, it should be mentioned that all remnants of the paintings and sculptures, facing danger of 
destruction, were individually picked up from their original sites. As mentioned above, Oldenburg 
resolutely opposed sabotaging the totality of antiquities, but he also carefully picked up all the 
remnants of wall paintings and statues, which fell off from their original places, as there were no 
other ways to preserve them. 


These are what the main activities of the Oldenburg expedition were. АП these data are collected 
into this publication (the manuscripts have been separately published in a special volume entitled 
Dunhuang Manuscripts in Russian Collections), and now published unabridged. The point is, all of 
them are highly valuable works of art, and the descriplive catalogues are also of great worth and 
historical significance. While many of them have been damaged, or have disappeared owing to 
human factors, such as cutting out of the murals, removal of the statues, scribbling of "So-and- 
so has been here on a visit", etc. By comparing the four recordings by Pelliot, Oldenburg, Xie 
Zhiliu and the Dunhuang Academy, one can correctly determine what have been damaged during 
the intervals and their conditions before their damage. 


It can be said that this new edition of Dunhuang materials, the majority of which hitherto 
unpublished elsewhere, will win the appreciation of the academic circles and experts on Dunhuang 
Studies worldwide, no less than other volumes of Dunhuang literature collected by the Oldenburg 
expedition. 


October 5th, 1994 


Translated from the Chinese text by Iluang Songlin 


* 800-odd in all as checked and sorted out on site in 1993-1994 by a work team of Shanghai 
Chinese Classics Publishing House. 


Preface 


Бу Fu Xianzhan 


1. Dunhuang and the Silk Road 


The largest landmass on earth is called Eurasia. Through numerous wars and intervals of peaceful 
co-existence and sometimes by the use of force and sometimes by other means, the peoples living 
in this part of the world have in history undergone extensive interchanges. And this has had a 
great impact on the development of their respective national cultures and has contributed to the 
emergence of the two great civilizations of Europe and Asia. As early as the 10th century В. C., 
as the legendary stories about King Mu of the Zhou Dynasty (11th - 7th century В. C.) and the 
Fairy Mother Goddess (Xi Wang Mu) go, the Chinese nation had already extended their activities 
to the "Kunlun Mountains" (the Altay Mountains today) and the upper reaches of Syr Darya. In 
the 5th century B. C., Greek historians had made mention of spun silk fabrics and silk goods. 
According to the conclusions of some scholars of art history, the film-like garments on many 
ancient Greek sculptures should be a representation of silk fabrics, indicating that by that time 
silk, which was a unique Chinese invention, had already reached the Mediterranean. And the 
names for China used by some countries to its west such as Greece, Rome, Persia or even India 
almost all have something to do with silk. In the Пап Dynasty (206 В. С. - A. D. 220), Zhang 
Qian was sent as an emissary to what were then known as the Western Regions. And this 
sending of a diplomatic mission by the government no doubt contributed to the broadening of 
China's understanding and vision of the world beyond its western borders. In the 3rd century of 
our era, peoples living to the west of China learnt the use of stirrups from the Chinese, as a result 
of which the vast, boundless grasslands to the north became then the scene of action of hordes of 
mounted men and women galloping far and wide for military exploits or simply for meeting with 
each other. In the Tang Dynasty (A. D. 618 - A. D. 907), China began to establish military 
agricultural colonies in Central Asia for the development of its western borders and this gave a 
great impetus to the expansion and flowering of mutual exchange between China proper and the 
Western Regions. In the course of tens of centuries, camel caravans followed one another along 
this international route between China on the West Pacific Coast and the Mediterranean, carrying 
to and fro loads of silk goods, gems, spices and other valuables of the east and the west, 
witnessing silently the turn of the seasons in the oases and finally giving rise to the beautiful 
name of the Silk Road. 


The Silk Road in its broadest sense includes the following routes from Luoyang or Chang'an in 
China via northern Shanxi and the Great Bend of the Yellow River to today's Ulaan Baatar and 
further west over the Altay Mountains to Central Asia - this is known as the Grassland Route. 


From Sichuan Province to today's Baoshan in Yunnan Province and further into Burma and the 
south of Asia — this is known as the South-bound Route. Л sea route along the coast of the East 
China Sea and the South China Sea through the Strait of Malacca to India, Iran and finally 
Alexandria in Egypt. But the most important of the routes was the one known as the Route to 
the Western Regions which began in the city of Chang'an and, after striking west through the 
Gansu Corridor, forked into three separate routes: the Northern Route that climbed over the 
Tianshan Mountains and followed its northern foothills to the Altay Mountains and further to the 
steppes of southern Russia; the Middle Route that passed through Kuruktag and ran on along the 
southern foothills of Tianshan Mountains and, striking west along the northern skirts of the 
Taklimakan Desert, climbed over what is now known as the Ridge of Asia: and the Southern 
Route that ran west along the northern foothills of the Altun Mountains and the Kunlun 
Mountains lying south of the desert to converge with the Middle Route at Kaxgar. 


The so-called Route to the Western Regions was throughout the centuries the longest of the 
ancient routes and the one most impregnated with history and culture, the culture of China, of 
India, of Iran, of West Asia, of Egypt and to some extent of the Graeco-Roman world. In its 
eastern section, the town of Dunhuang dominated strategically over the two passes of Yumen and 
Yangguan and, so to say, stood guard over all the three routes of the Silk Road, extending China's 
control west to the ancient Kingdom of Loulan, north to the Huns of Juyan, west to today's Tibet 
and linking all of them up with Lanzhou and Chang'an to the east by way of the Gansu Corridor. 
Being, according to historical records, "a metropolis where the Chinese and the barbarians meet 
and mingle", Dunhuang was in ancient times an important communication hub and a center of 
cultural interchange. 


The world-renowned Mogao Caves of Dunhuang were first carved out in the 4th century of our 
era (A. D. 366) and it was not until some ten centuries later, in the 14th century, that efforts to 
dig new ones came in the main to an end. There were altogether over 400 caves with over 2000 
painted clay sculptures inside the caves and murals spreading over 45,000 sq m of cave walls. 
Today, the Mogao Caves form literally a treasure-house of international art where one sees the 
influence of Ajanta, the School of Gandhara and the School of Mathura of India, Bamiyan of 
Central Asia, the Sasanian culture of Persia and also traces of the artistic influence of Greece and 
Rome. However, all these influences have been assimilated into the fertile native soil of Chinese 
art. Started in the Dynasty of Jin (A. D. 265 — A. D. 420), the art of the Mogao Caves attained 
its acme of development in the dynasties of Sui (A. D. 581 - А. D. 618) and Tang (A. D. 618 - 
A. D. 907) and declined gradually in Ming (A. D. 1368 - A. D. 1644) and Qing (A. D. 1618 — A. 
D. 1911). Nevertheless, as the caves were located in dry climate in an environment far from the 
hustle and bustle of mundane life, they have retained to this day, mutely and unostentatiously, 
some of their bygone glories. 


Today, it is the Mogao Caves that alone can and must play the role of providing the necessary 
footnotes to the cultural significance of the ancient Silk Road and the sites adjacent to it. With 
their unique grotto structures, sculptures and paintings, and ancient manuscripts, they alone can 
tell us stories of what had once happened in history in olden times. 


On June 22 of 1900, а secret vault containing Buddhist scriptures was accidentally discovered in 
one of the caves. Following on the scent, Aurel Stein, a British man of Hungarian descent, came 


and carried away, after paying small bribes to some local officials, 24 boxes of manuscripts and 5 
boxes of paintings, embroideries and other works of art. In 1914, he came again and obtained 
another five boxes of hand-written scrolls. In March of 1908, the French Sinologist and 
Orientalist Paul Pelliot got hold of probably the most valuable of all the treasures in the caves of 
Dunhuang. He carted them away in more than 10 boxes containing in all over 6,000 pieces. 
Although in August of 1909 the Ministry of Education of the Qing Imperial Government had 
issued an order by telegraph to the Governor of Shaanxi and Gansu to the effect that the 
manuscripts, sculptures and tablets in the Thousand Buddha Caves be checked and catalogued and 
not on any account be sold to foreigners, still, in October of 1911, two Japanese nationals, Z. 
Tachibana and Yoshikawa Oichro, who were dispatched by Otani Kozui of Ni Shi Hon Gan Ji of 
Kyoto, came and obtained large numbers of valuable written manuscripts and cultural relics. 
Then, in 1914, a group of Russian explorers led by S. F. Oldenburg of the Russian Academy of 
Science visited Dunhuang and collected from the Mogao Caves and also bought from the local 
people over 10,000 manuscripts and works of art. Finally, in 1923, Langdon Warner of the United 
States came and not only seized in a wanton way what he could lay his hand on in the caves but 
went so far as to strip some murals off the cave walls. As a result, the bulk of manuscripts and 
treasures once cached in the Secret Scripture Vault aforementioned of Dunhuang were lost and 
scattered among a number of foreign countries. 


In this book are now collected all the art relics which S. F. Oldenburg and his colleagues had 
collected from Dunhuang on their second expedition to Xinjiang in 1914 - 1915, together with all 
the written and graphic records they had collected and made at the time. 


2. Origins of the Dunhuang Art Relics in Russian Collections and the Work of the Russian 
Expedition 


S. Е. Oldenburg had been in Xinjiang during 1909 - 1910 visiting some of the historic sites there, 
as leader of the first Russian expedition. On their second expedition, they set as their major 
objectives: "Making a comprehensive description and study of the historic relics of the Mogao 
Caves (Thousand Buddha Caves) in Dunhuang county of Gansu Province, and searching for 
accurate evidence and data that may help in dating Buddhist art and ancient relics in China 
proper and Xinjiang and collecting as much evidence as possible in order to make an analysis of 
the distinctive characteristics of the unique style of each period of that art." Oldenburg, who first 
got the idea of organizing such an expedition, was an eminent scholar of Buddhist art and of the 
ancient history, art and national culture of Central Asia in general and of Russian Central Asia 
in particular. He was one of the few scholars in the world of his time that had true expertise 
in the historic relics and ancient texts of Central Asia. Accompanying him on the expedition were 
C. M. Dudin, his close aide who had joined him on the first expedition of 1909 - 1910 too as an 
artist and photographer, the artist В. C. Bikenburg, surveyor-cartographer М. A. Smirnov who 
was also on the first expedition, ethnologist В. Е. Romberg, 10 assistants and a Chinese inter- 
preter. The expedition led by Oldenburg arrived at Dunhuang on August 20, 1914. "The work 
of making descriptive records of what there was in each cave began on August 24, 1914 and ended 
on November 25 of the same year... After that, detailed study of the decorative murals in the 
caves began, along with the taking of pictures, copying on overlays, drawing sketches and what 
not." As to the gathering of relics of art and manuscripts, "the Oldenburg expedition had 
discovered in the course of digging among the heaps of rubble in the caves and sorting them out 


not only broken fragments of ancient works of art but also а large quantity of damaged written 
manuscripts. With great care, Oldenburg tried to collect these things together. In addition, he 
had successfully obtained from among some local residents large numbers of damaged scrolls and 
nearly 200 written manuscripts that could be called intact more or less." 


According to L. N. Menshikov, "the bulk of the collection of the Institute of Oriental Studies, St. 
Petersburg Branch was brought back by the Russian expedition to Xinjiang of 1914 — 1915 led by 
Academician Oldenburg. Some written manuscripts were brought back by the expedition to 
Turfan of 1909 - 1910. In addition, the collection also includes things written in Chinese that 
were brought back by the S. Ye. Malov expedition to (Hotan)Yutian and the P. K. Kozlov 
expedition to Khara-khoto, both during 1906 - 1909, along with the written manuscripts obtained 
by N. N. Krotkov in 1909 - 1910 while he was Russian consul general in today's Urumqi. АП 
the above-mentioned objects have become the property of the Museum of Asia (today's Institute 
of Oriental Studies, St. Petersburg Branch) since the respective return of those expeditions. 
Unfortunately, almost no record is left as to how the things were catalogued and stowed away for 
safekeeping and there is no accurate number of the written manuscripts handed over by each 
collector." What Menshikov referred to here were only the written manuscripts obtained respec- 
tively by the several expeditions. As to how the art relics were come by, here is what Maria L. 
Ptchelina (Rudova) has to say in the "Preface" to the present book: "the main part was acquired 
in July of 1930 and November of 1931 from the Peter the Great Ethnological Museum of the 
Academy of Science of the former U.S.S.R, while most of the fragments and relics of paintings on 
silk or paper were received in February, 1977 from the Institute of Oriental Studies, Leningrad 
Branch, of the Academy of Science of the former U.S.S.R." 


Over the decades, Russian specialists have been making serious and fruitful studies of the above- 
mentioned materials and made great efforts to protect and preserve them. If it is agreed that after 
the visits by the Stein expedition and the Pelliot expedition and after the order issued by the 
central government in Peking (Beijing today) to the effect that what remained in the Secret 
Scripture Vault at Dunhuang be all shipped to the capital, all that the 1914 Russian expedition 
could get hold of by digging up in the rubble and by obtaining individual objects here and there 
in other ways were only broken pieces and siray fragments, then we can imagine what enormous 
and hard labor was involved in preserving, piecing together and studying those fragments of 
evidence and data. It is often the case that a complete picture had to be re-created by putting 
together scores of tiny fragments and this was only made possible by relying on expertise т 
iconography and on the technology of art restoration. During the siege by Nazi Germany in 
WWII, there were scholars that fell and died from starvation before these very cultural relics, 
including K. K. Flug who was the first man to try to catalogue the Dunhuang documents. Such 
deep love as shown by him and others for the cultural heritage of mankind and in particular for 
the art treasures unique to China has won them great respect and admiration from the common 
people and will continue to do so. 


3. A Summary of the Evidence and Data Collected by the Russian Expedition in the way of 
Dunhuang Art Relics 


The cultural relics of Dunhuang pertaining to the time from the dynasty of Northern Wei (A. D. 
386 — A. D. 534) to the Yuan Dynasty (A. D. 1206 - A. D. 1368) are of incomparable cultural 


value. Compared with what can still be found today at the Mogao Caves, the relics taken away 
by the various expeditions of foreign countries may mostly be called irreplaceable treasures. 
Although what the Russian expedition had obtained was sometimes fragmentary or incomplete 
evidence, yet in terms of their significance for iconography and bibliographical work of art and 
other treasures, the evidence and data collected could still give scholars working in these fields a 
pleasant surprise. 


The evidence and data collected by the Oldenburg expedition in 1914 by means of photography, 
survey and drawing, and written description provide much useful background information about 
the relics and much first-hand record of what things were like more than 80 years ago. With the 
passage of time and owing to the vicissitudes of nature and human history, this collection of 
evidence and data has acquired increasing scientific significance in tracing the origins of the relics 
and in our efforts to study and preserve the existing caves. To have this collection of evidence 
and data published in full answers an objective need in academic work and is in line with the 
traditional practice of publishing their finds among archaeologists worldwide, including scholars of 
Dunhuang studies. It also reflects the common wishes and hopes of both Russian and Chinese 
scholars working in this field. 


Below is a category-by-category descriptive account of the evidence and data collected in this 
book. 


3.1 Description and Commentary of the Caves of Mogao 

This was the principal task of the Oldenburg expedition and this fact alone, according to Russian 
scholars, provides important evidence that this expedition is different from others whose main aim 
was to seize valuable relics. On the basis of the written notes and graphic data pertaining to the 
caves, we realize that in terms of the professional competence of the members and their organi- 
zation, the depth and scope of the study and investigation done, the application of new technolo- 
gies and the final results gained, the expedition's work, professionally speaking, was as good as 
could be achieved under the conditions of scientific research then prevalent. 


The records left by Oldenburg about the caves were checked and sorted out in a conscientious 
manner by his wife E. G. Oldenburg and her collaborators in 1938 who had all the records typed 
out and who put in before the description and commentary on each numbered cave a newly 
sketched plane figure of the cave. The typed manuscript consists in all of over 1240 pages. In 
Oldenburg's own words: "These descriptive records of the murals and sculptures in the Thousand 
Buddha Caves aim at providing as complete a picture as possible of all the murals and sculptures, 
mainly from the angle of artistic conceptualization and style." "It is our belief that to test the 
validity of our conclusions it is necessary to make available as far as we can to those who have 
not had an opportunity to visit the Thousand Buddha Caves all the evidence and data we have 
gathered. And we'd think that these written records, as well as the coloured drawings, tracings 
and imitations, photographs and figures, could provide adequate and reliable evidence and data for 
the purpose we have set for ourselves." "We have assumed as our very task the making of 
descriptions of these caves and sorting them out in a chronological order. Doubtless, owing to the 
lack of materials for making a comparative study it is likely that we will have made some 
mistakes in identifying certain of the dates. The reason why we have identified things as dating 
from the Wei, the Tang, the Song (А. D. 960 - A. D. 1279) or the Ming (A. D. 1368 - А. D. 1644) 


Dynasty is to use a relatively definite time concept to indicate the transition and continuity in the 
development of the artistic styles of the murals and sculptures. In spite of the likelihood of 
mistakes, we still expect that the dates we have identified are in the main correct and that there 
are no serious mistakes in the chronological order." It is most probable that, as Oldenburg said, 
the conclusions reached by the expedition in regard to the murals and sculptures are "in the main" 
correct although there may have been a few errors. This is very likely the case, especially in the 
light of the fact that the study of Dunhuang documents and works of art worldwide has made big 
strides in the past 80 years and more. 


Until today, descriptions and commentaries that have been published on the grotto art of Dunhuang 
include the following. There is Xie Zhiliu's Introduction to Dunhuang Cave Arts of 1957. The 
strength of this book lies in the fact that there is relatively detailed information about location and 
measurements and about the inscriptions on the murals so that it can serve a dual function: both 
as a catalogue and as a source of data of donor inscriptions. In addition, the book also contains 
data and information about the West Thousand Buddha Caves, the Yulin Caves and Shuixiakou. 
For a long time, there were no new catalogues to replace it. Then in 1982, the Research Institute 
of Dunhuang Cultural Relics published A General Catalogue of the Contents of the Mogao Caves 
of Dunhuang. On the basis of this book, the Dunhuang Academy published in 1996 an enlarged 
and revised edition entitled A General Catalogue of the Contents of the Dunhuang Caves, which 
incorporates the latest and most important achievements in Dunhuang studies. And this зесопа 
book is accurate and complete in setting forth and cataloguing the contents of the caves, although 
the format of the book makes it impossible to provide more detailed descriptions. From 1981 to 
1992, the six volumes of written notes of Paul Pelliot scribbled from February to May of 1908 in 
which he described what was in the caves numbered 1-182 in his own numbering system, were 
successively published. Two Chinese scholars, Geng Sheng and Tang Jianbin had them translated 
into Chinese and published under the Chinese title of Bo Xi He Dun Huang Shi Ku Bi Ji (Pelliot's 
Written Notes of Dunhuang Grottoes) with Ti Ji He Bi Hua (Inscriptions and Murals) as subtitle. 
In his notes, Paul Pelliot "made descriptions of the caves, tried to date the caves and the murals 
and gave explanations of the inscriptions", reaching in this work a comparatively high or near 
perfect standard of professionalism. Since Oldenburg made his trip after or as a direct result of 
exchanging views with Pelliot, his notes on the caves were without doubt influenced or inspired 
by the latter. Oldenburg's descriptions and commentaries covered the same caves numbered 1-171 
in Pelliot's system, with supplementary data and information about some side caves. Aside from 
detailed descriptions of the caves, Oldenburg added sectional drawings and sketch maps of 
locations which to a certain extent filled the gaps in Pelliot's Notes, Xie Zhiliu's Introduction and 
the General Catalogue of the Dunhuang Academy. Oldenburg's notes were made in 1914, six years 
after Pelliot wrote his, but they are only now published for the first time. Although they are now 
a work of immutable history, the scientific value of the notes has not in any way diminished with 
the passage of lime. 


3.2 Elevation Drawings and Plane Figures 

Using Pelliot's elevation drawings and plane figures as a basis, Oldenburg's expedition planned and 
scheduled the progress of its own work, making additions and revisions as required. Equipped 
with modern ideas of integrated and comprehensive survey and for the sake of greater precision, 
members on the expedition conducted detailed surveys and made detailed drawings of each cave in 
turn. Finally, the drawings of individual caves were pieced together to be re-drawn into an 


overall plane figure and an overall elevation drawing, each amounting to something about 10 
meters long and 1.6 meters high in size. Since the Mogao Caves are arranged roughly in four 
tiers, there are now eight large scrolls of such drawings. Anyone facing such a stupendous 
accomplishment, so all-inclusive and so meticulous, could not help but feel as if he/she was there 
on the scene in person too. In the drawings is preserved evidence and data of the geographical 
features (including the runs of the sand hills and the veins on the cliffs) and of the state of 
development of human culture (such as the architectural structures and the inscribed boards before 
the caves) as seen in the year 1914. Even a cursory comparison between the survey drawings of 
that time and the appearance of the Mogao Caves today would reveal vast differences between the 
two. For instance, the outer protective structure of the No. 96 Cave, the so-called "Five- 
Storeyed Pavilion", was destroyed in an earthquake in the 1920s and replaced by a "Nine-Storeyed 
Pavilion" in the restoration done in 1936. Hence the true appearance of such a landmark structure 
of the Mogao Caves and of many other protective structures of the caves existing then can now 
only be found in the old pictures and the survey drawings done in the past. For another example, 
early in the 20th century, many of the entryways of the caves had crumbled down, exposing the 
murals and niches for idols to the elements and burying a large part of the lowest tier of caves 
in sands and rubble and decayed timber. Today, this old look has changed completely. Hence, 
even from the vantage point of today, Oldenburg's survey and the drawings the expedition had 
made can be considered as a most comprehensive and useful achievement. We are also justified in 
saying that the changes that have occurred in the external appearance of the scene in the past 80 
years or so have pointed up the value of Oldenburg's survey drawings of the caves as historical 
evidence and a source of information of practical use. 


3.3 Photographs of the Interior and Exterior of the Caves 

The expedition took large numbers of pictures of the exterior and interior of the caves, totalling 
according to original oral reports or records (missing at this writing) some 2,000 photographs in 
all. But after making an actual count, we find that what has survived, including 8 in. format and 
12 in. format glass negatives and nearly all the pictures printed off them and other negatives 
minus the duplicates, totals only a little over 800 pictures and some of the negatives of these 
pictures are missing. Not included in this number are pictures of the exterior of caves shot by 
small hand-held cameras as those are classified as mementos of the journey. Although many 
photographs are lost or damaged in the course of the long decades and the actual number of 
existing ones has been much reduced, what has survived is still considerable in number, as 
compared with the 300 and more pictures in the six volumes of The Thousand Buddha Caves of 
Dunhuang published by Paul Pelliot between 1920 and 1924. In the photographs can be seen the 
surrounds of many of the caves, the exposed murals in the collapsed entryways, the outer 
protective structures, the interior of caves, details of murals and sculptures, etc. All these present 
a comprehensive picture of the caves in the early years of the present century. 


3.4 Tracings and Imitation Drawings 

In regard to the murals in the caves, we owe it mainly to N. A. Smirnov for the more than 260 
tracings and the more than 120 coloured imitation drawings we have now. In addition, C .M. 
Dudin did a small number of what perhaps could be called quick oils. 


In doing tracing, the original painting is covered by a semi-transparent sheet of paper on which 
the lines in the original are traced and the same colours applied. Some of the tracings were most 


carefully and delicately done, showing а good understanding of the original and superb artistic 
skills, as witness the fact that some of the hardly distinguishable lines in the original were also 
represented. These tracings are actually not just exact replicas. Where the pigments in the 
original had faded or flaked off and where the lines had blurred, the artist had to use his own 
imagination and power of abstraction to have them restored. Hence they are in a sense more true 
to the original and provide important basic evidence for us now to analyse the images and other 
graphic representations. Some of the tracings cover a whole wall, presenting before us the 
magnificent and imposing style and force of the original mural. As an accomplished scholar of 
Buddhist history, Oldenburg, together with artist-photographer Dudin, knew how to make good 
use of their expertise in selecting what to copy. For instance, in a Yuan Dynasty cave, there was 
an image of Avalokitesvara giving out alms. Being an image not included in the 33 common 
images of the Avalokitesvara, 11 was copied in whole. The copies of the portraits of Bodhisattvas 
and the pictorial illustrations to parables in the scriptures are often true reflections of the typical 
composition, style and technique of their age. 


Owing to the conditions of the time, it was impossible for the members on the expedition to use 
coloured film to record the gorgeously coloured original paintings and scenes. But as artist- 
archaeologists, they were very much aware of the difficulty of protecting the murals and in 
especial the colours. The large numbers of imitation paintings in gouache and oils provide 
evidence and data that are almost as good as the original for research purposes and for the purpose 
of preservation. The gouaches were done mainly for the purpose of recording the figures and 
ornamental designs and the quick oils on their part made an accurate record of the colour scheme 
or colour combination of a whole cave or wall. These detailed records of visual images would 
make it easier for Oldenburg to make more accurate analyses in dating the caves. 


3.5 Inscriptions on Cave Murals 

The Oldenburg expedition copied a large number of the inscriptions on the murals in the caves, 
mostly from those numbered P.140, Р.171 etc. in Pelliot's numbering system. Pelliot had done 
inscriptions-copying in his notes mostly from the same caves too. There seems, however, a kind 
of tacit agreement between them. Pelliot had concentrated on inscriptions by the donors, stories 
of the coming true of prophecies and magical powers, secular matters or even the " So and so is 
here" of different ages. He paid particular attention to inscriptions in Sogdian, Uighur, Khotanais 
and Mongol and often added the note: "To be photographed". But what Oldenburg and his team 
copied down were often complete inscriptions of a literary nature such as those accompanying 
illustrated parables from Sutra of Vimalakirti, Saddharma-pundarika or life of Buddha. It is not 
improbable that "Oldenburg looked upon his own work as a continuation of that of Pelliot", for 
this was a good or the only justification for Oldenburg's having chosen to work the way he did 
and this gave his work a value independent of that of others. For instance, in Pelliot's notes on 
Cave P.167 there is the entry: "There is one more inscription (that needs looking at again), 
namely: "Supreme Abbot in charge of Vinaya", but the quotation stops there and is not complete. 
In Oldenburg's notes we find then: "Supreme Abbot of the Buddhist Faith in Shazhou Monk of the 
Golden Bright Temple Abbot..." This probably could satisfy Pelliot's wish to look at the inscrip- 
tion again. For another instance, both Pelliot and Oldenburg have jotted down the inscription in 
Cave P.140 and Pelliot's quotation is longer than that of Oldenburg. But in terms of the accuracy 
in identifying the words, each of the two quotations has its own sirengihs and weaknesses and the 
work of each could well complement that of the other. While writing down his quotations of the 


inscriptions on the illustrated parables from Buddhist scriptures, Oldenburg had enlisted the help 
of some Chinese scribes in order to avoid mistakes which might have been made as a result of 
inadequate knowledge of the Chinese language. Furthermore, the copy work was checked and 
rechecked to make sure that nothing was left out and that everything was accurately done. 


In the book entitled Donors' Inscriptions in Ше Mogao Caves compiled by the Dunhuang Academy, 
the quotations of inscriptions in the first three volumes of Pelliot's notes are published after 
emendation as many of the inscriptions in the caves are no longer legible now. For those 
inscriptions on pictorial illustrations to parables from Buddhist scriptures that are no longer 
legible, we might draw our conclusions with the help of what has been copied down by the 
Oldenburg expedition. 


3.6 Journals and Pictures of the Journey 

According to L. E. Scachikov, "the route chosen by the expedition was Tacheng(Qoqek)- Qitai - 
Urumqi - Anxi - Hami - Thousand Buddha Caves of Dunhuang and after this, by rounding 
Dunhuang, returned to Hami via Hongliuyuan." The expedition has left us an incomplete 
itinerary of the journey and a list of the names of those places where they had camped. Many 
of the places named and apparently in existence then can no longer be located today. What is still 
intact are the journals kept by Oldenburg and Dudin and the latter did many sketches of human 
figures, scenic sights, folk customs and ancient ruins, either in pencil or in ink. On their way, the 
expedition shot some 500 pictures, on films of the 35 mm format. Often it would seem that on one 
and the same picture have been printed two almost identical scenes, the reason being that the 
camera they used was a stereoscopic camera which was then considered a fairly advanced machine. 
With the passage of time, many of the pictures have been defaced by mold and many shots of 
immense historical value are thus lost for good. Fortunately, the majority of them have been 
preserved to this day. In the over 200 pictures published in this book about the journey can be 
seen scenes of mountains and rivers, ecological conditions and the life of the local people in some 
places on the route of the expedition in Xinjiang and Gansu in the early years of the century. Of 
particular importance are pictures of the ancient ruins and remains on the route such as those they 
had seen in Gaochang, Jiaohe, the Mogao Caves and also pictures which show us the roads, the 
fortresses and other historic structures. All these are of great practical use to us in studying how 
these places have gone to ruin, providing evidence for the protection, renovation or restoration of 
ancient sites. The pictures also truthfully record the scenes of the expedition surveying some 
ancient ruins and loading and transporting relics. 


4. The Characteristics and Special Value of the Dunhuang Art Relics in Russian Collections 


The works of art from Dunhuang now in Russian collections include 43 sculptures (or accessories 
of sculptures), l6 murals, 59 paintings on silk, 78 paintings on hemp cloth or streamers, 36 pieces 
of handicraft, 24 paintings on paper and 49 fragments of art works. Аз many of these are 
reconstructed from fragments or several fragments are considered as one piece of work, the total 
number is estimated at about 300 pieces altogether. 


The art relics mentioned in the preceding paragraph belong to the period of time in Chinese 


history lasting from the Northern Wei Dynasty (386 — 534) to the Southern Song Dynasty (1127 
- 1279). In these works are reflected the mutual influence and interaction between eastern culture 


and western culture in a period lasting some 10 centuries, the mingling and mutual acceptance of 
the national cultures of the Hans, the Xianbeis (Tungus), the Uighurs, the Tibetans, the Dangxiangs 
(Tangut) and the Mongols, and also the indigenization process of foreign cultures in China. 


The Dunhuang art relics in Russian collections mostly have the life of Buddha as their theme, with 
many of the paintings and sculptures of superb artistic value and of great significance in terms of 
iconographic studies. The paintings on hemp cloth, streamers and the painted or dyed textiles are 
of great importance for the study of the development of handicraft technology. These works not 
only provide good evidence and data for a comparative study with the works of art currently in 
existence in the Mogao Caves and those of the same origin that are now scattered around the 
world, but are of great aesthetic and exegetical value in themselves. In the foreword and 
commentary they respectively wrote for this book, Professor M. L. Ptchelina (Rudova), head of the 
Oriental Division of the State Hermitage Museum and Professor Lubo-Lesnichenko, an expert on 
textiles, have provided detailed explanations and what they have said reveals the foci of attention 
of scholars in the West whose views they may represent. On the other hand, readers in China 
and elsewhere in the East may share some of their views while having foci of interest of their 
Own. 


4.1 Sculptures 

The sculptural works, especially the medium-and small-size independent statues of disciples and 
Bodhisattvas carved in the round or more or less in the same carving style, are typical of the 
styles and techniques prevalent in the period of time lasting from the Northern Dynasty (386 - 
589) through Sui and Tang to the Song Dynasty. The small-size painted clay sculptures in the 
images of Mahä-kasyapa, Ananda and Attendant Bodhisattva (Д x 4, 5, 6), which are all about 
40 cm in height, are statues of attendants in some small-size niche shrines in Cave 111 and in 
some others dug in the late Tang or Song Dynasty. They are highly sophisticated representations 
of the journey of life Maha-kasyapa as the Number One Орша and Ananda аз the Number One 
Dharni have respectively pursued, one being a kindly and solemn-looking elderly man devoted to 
the practice of Buddhism and moral perfection and the other an elegant young man not yet 
completely free from the distractions of the mundane world. Аз to the Attendant Bodhisattva, it 
has a lithe and graceful figure and posture and deep, restrained inward feelings. The expressive 
power of these sculptures, as seen in their close reflection of secular life and portrayal of the inner 
world of man, has made them models for later fine sculptural works such as the painted clay 
sculptures of some ladies-in- waiting of the Song Dynasty now standing in Jinci Memorial Temple 
of Taiyuan in Shanxi Province. Such small-size statues are not only absent in the collections of 
Britain and France but also extremely rare in today's Mogao Caves. 


The two sculptures of the Beast as guard of laws (JL x1, H x 2) were taken from Cave 321 of the 
Mogao Caves, a cave dating back to early Tang, where they had sat flanking the main shrine. In 
terms of sculptural style and techniques, they are much different from traditional Chinese tomb- 
guarding animals and the mythical animal known as kylin (Chinese unicorn) in that they display 
a basically realistic style without the exaggeratedly large heads or bodies seen on similar 
sculptures of Wei, Jin, Sui or Tang. They have the body of a lion, the facial features of a dog, 
the tusks of a boar and wings shaped like bird claws with spurs, but they do not have the horns 
peculiar to herbivorous animals. The two sculptures resemble each other in the main, but are 
different one from the other in such details as manes, the set of the mouth and teeth, etc. The 


differences make the two а match in posture and airs, seemingly in communication with each 
other, thus imparting a vibrant and lively quality to them. While the techniques used tend 
towards realism, in iconographical terms they are expressions of certain abstract ideas. Looking 
full of prowess and indomitable spirit and complete in their towering stature, they are great 
rarities of art. Being creations of the Tang Dynasty, they bear traces of the characteristics of the 
Yellow River culture, but basically they are still derived from the leonine beasts of Persia and 
West Asia. 


The sculptural work of ancient Tibet carved in bas relief in mid- Tang Dynasty entitled Nimbus 
of Buddha (Д x 3) is bluish green in colour at the centre and symmetric in design. At the top in 
the centre is the figure of the Garuda on both sides of which are representational designs of 
dragon, sheep, white elephant, etc. Such a design is comparatively common among the sculptural 
works of the esoteric sect of Tibetan Buddhism. But a sample of ornamental design in bas relief 
as complete and beautiful as this one is not often seen in the world today. Although it is an objet 
d'art restored after piecing many fragments together, it has been confirmed by experts at the 
Dunhuang Academy. Belonging originally to a cave hewn out in the northern part of Mogao 
Caves by some ancient Tibetans, it is as exquisite relic of art the like of which is hard to come 
by today. 


4.2 Murals 

Of the murals in the Russian collections, the earliest ones are of the time of Northern Liang (A. 
D. 397 - A. D. 439) and Northern Wei (A. D. 386 - A. D. 534) of the Sixteen Kingdoms Period. 
Among these, the best preserved and most noteworthy are the following. А wall painting of 
Northern Wei known as Vädya (JI х 196) with altogether six Gandharvas and Kimnaras. On the 
side are seven Thousand Buddhas while at the bottom are the portraits of three donor monks. 
The vivid facial expressions and graceful postures show in a marked way the influence of the 
artistic style of peoples living to China's west. As the mural was unearthed from under heaps of 
sand in Cave 263 of Northern Wei where it was located beside the shrine in the front part of the 
cave wall, it has remained comparatively free from oxidation and thus looks colourful and fresh. 


There is a large-format wall painting from the time of Northern Zhou (A. D. 557 - A. D. 581) 
entitled Pictorial illustration to the Syämaka Sätra (Д x 197). Here the techniques of using trees 
or houses to section off episodes in a connected story common in the mural art of India and other 
countries lying to China's west are adopted, but its original model is most probably the carved 
stone pictures (hua xiang shi) and carved brick pictures (hua xiang zhuan) of the dynasties of Qin 
(221 B. C. - 206 B. C.), Han (206 B. C. - A. D. 220), Wei (A. D. 220 - A. D. 265) and Jin (A. 
D. 265 - A. D. 420) in which hunting is a common theme. Or it may have been inspired by the 
carved stone picture entitled The Seven Wise Men of the Bamboo Grove of the time of the 
Southern Dynasty (A. D. 420 - A. D. 589). These actually may be regarded as prototypical stories 
in serial pictures in China. 


The mural Pictorial illustration to the Western Paradise of Amitabha (Д x 192) of Tang is 
composed of two wall paintings with beautiful floral ornamental patterns in the Greek style while 
the Buddhist tracery ornamental patterns on the wall of the Buddhist pond are typical of Tang 
Dynasty ornamentation. The portrait of the head of the monk (Д x 188), which is probably based 
on that of Mahä-käsyapa , has a very knowing expression stemming from the awareness of the 


evanescence of human affairs and resembles more or less the image of the Baosheng Buddha. The 
facial features are so executed that you can almost see a three-dimensional look, with reliefs in 
contrast to hollows and light in contrast to dark and with a skilful, natural combination of 
delineation and wash, which is apparently a challenge to the traditional technique of "drawing 
single lines on a two-dimensional plane". In a fragment of a wall painting is painted a man 
looking like a foreigner with blue eyes and a high-set nose (Д x 190). Also left on this fragment 
is a corner of the scaly armor worn by the man standing beside the first man. This might be 
from a wall painting depicting the mourning ceremony of the Nirvana at which many foreign 
princes are present. The gesture of holding both hands together before the chest is probably the 
greeting gesture of the time. 


4.3 Paintings on Silk 

The large-format paintings on silk reflect in a rich variety of ways the social life in different 
historical ages. Comparatively well preserved is one entitled Thousand-Armed, Thousand-Eyed, 
Thousand-Alms-Bowled Mafijusri (Д x 205) in which is depicted a scene from a sutra of the 
Mahayana School (Great Vehicle) translated into Chinese by Monk Bu Kong of Tang. The 
Bodhisattvas, celestial gods, dragon king, Asuras, etc. are all vivid figures in bright and beautiful 
colours. Like the portraits of other attendant Bodhisattvas, they are excellent figure paintings of 
the fine-brushwork genre. 


Many depictions of activities in everyday life such as tilling the land, harvesting crops, butchering 
animals, etc. can be found in the wall paintings at Dunhuang and in those of other collections such 
as the paintings entitled Pictorial Illustration to the Maitreya Sütra, 16 Kinds of Images and the 
Story of Ajatasatru. The Tang Dynasty painting on silk known as the Pictorial illustration to the 
Maitreya Sutra is a large-format painting pieced together with over 30 fragments (Д x 223 and 
224) in which are portrayed many of the scenes described in the sūtra such as Yaksa sweeping the 
ground, Vajra-pani guarding laws, etc. What can give us extreme satisfaction is that almost 
preserved intact is the scene of Brahmana destroying the multi-treasure building. Paintings on a 
similar theme can be found in murals in mid-Tang Dynasty caves such as Cave 445, but in the 
present work the painter has departed from classical interpretations and conventional practices by 
adapting the scenes in the light of social life current in Dunhuang then. The major change is in 
the use of a vehicle to replace the building. The whole three-storeyed structure is built on a 
wooden vehicle, suggesting that this could be a representation of what might be compared to 
today's parade of floats in a magnificent ceremony in the heyday of Buddhism. Known as 
"xingxiang" in Chinese or portraits on parade, the statues of Buddha, the flags and streamers, the 
umbrellas and canopies, the temple halls and what not are all carried by a vehicle, marking this 
folk ceremony in its heyday. Vehicles have also appeared in other pictorial illustrations to 
parables in sutras, for instance, in Pictorial Illustrations to the Sutra of Tejaprapha Buddha. But 
there we can see only seats and flags but no buildings. Hence the present painting may also 
provide important evidence in the study of vehicle making in Ше period from middle Tang 
Dynasty to late Tang Dynasty. 


4.4 Paintings on Hemp Cloth and on Streamers 

Hemp cloth paintings as referred to here include hemp cloth table-front curtains, paintings on a 
piece of broad oblong hemp cloth on which are the images of Buddha with two Bodhisattvas and 
donors too and paintings on streamers with a triangular head. On the basis of their shape and 


format, it is possible to determine their respective functions and something of their history of 
development. The table-front curtains were probably used by donors when offering oblations. 
The phoenixes, wild ducks and children on them (Д x 73 and 74) are done very vividly and 
expressively. Many of the paintings on broad oblong pieces of hemp cloth portray the whole 
family of donors. Along the border at the top are a row of two or three straps for use as fasteners 
when they are hung indoors. In the succeeding generations, paintings of this kind, along with 
changes in art form in wall paintings, gradually developed into paintings depicting Buddhist 
masses or rituals held to expedite the transmigration of souls. The large numbers of paintings on 
streamers were primarily used in "xingxiang" or Buddha Image on Parade. The streamer is 
generally a long and narrow piece of cloth with a triangular-shaped head that has a strap at the 
point which is used as a fastener. The paintings on the streamers are of different degrees of 
intricacy and sophistication, with the differences more marked at the tails and tags of streamers. 
These different kinds of painted streamers were placed at different positions in a parade, either at 
the head or at the centre by the side of the main Buddha image or at the rear. Owing to water 
stains and creases, most of the inscriptions on the streamers have become illegible to the eye now 
and only partially legible on black and white infrared photos. 


4.5 Paintings on Paper 

There are two types of paintings on paper, some being ordinary paintings on paper and some 
being used to begin a Buddhist sūtra with. In the collection of the State Hermitage Museum, there 
are both kinds while among the documents in the collection of the Institute of Oriental Studies of 
the Academy of Russia, St. Petersburg Branch, there are a few paper paintings of the latter type. 
What is entitled the Female donor (Д x 242) has all along been regarded as the most beautiful and 
most representative image of a fine lady of the Period of the Five Dynasties (A. D. 907 - А. D. 
960) in Chinese history and consequently has been carefully preserved and protected, the security 
measures taken being probably as light as those taken over a young unmarried lady in feudal 
times. The hair is black, so are the large ornamental patterns on the robe. The black forms а 
striking contrast io the full and fair face that is marked by animated and expressive features, with 
the overall effect enhanced by the aristocratic-looking ornament on the head. The aesthetic 
impact is strong, from an image that is dignified and demure, as well as vivid and lively. What 
was once considered the painting of a mythical beast or the "Mythical Cat" bears a remarkable 
likeness to the circular animal masks in the four corners of the painting entitled Tejaprapha 
Buddha in Paul Pelliot's collection. It must be a picture of the constellation (JI x 245) mentioned 
in the Sütra of Tejaprapha Buddha. The said sutra is used mainly for the purpose of warding off 
the havoc of war. The present piece, framed in a square delineated in black ink, is an independent 
painting and not a part of a larger one. It may have been used as a talisman by the people 
according to a local folk custom. Similar designs have been seen on clay tiles with molded 
patterns on the facade that were unearthed in China's far west, but here the neck is not coiled 
round with a pair of snakes, although their use as a talisman for averting disasters is the same. 
There are two pieces of the portrayal of Vajrankusahd (Ц x 243 and 244). The former wears the 
uniform of a Sogdian soldier carrying a sword in hand while the latter has on Chinese civilian 
clothes with an axe in hand. They are different from the роаг-Тасеа, human-bodied Vajrankusahd 
who holds a three-pronged hook, owing probably to the fact that they are to some extent 
indigenized. These two paintings on paper contrast sharply with each other in style. 


4.6 Printed and Dyed Textiles 


The Russian collections of printed and dyed textiles are rich in the sense that there are different 
varieties and that different technologies were employed in their making. In terms of texture, there 
are "juan" or thin tough silk, "gi" or fine silk, "ling" or damask, "sha" or gauze, "chou" or 
pongee, "zhijin" or brocade, cotton cloth, hemp cloth, etc. In technological terms, there are 
monochromatic dip dyeing, figure painting or dyeing, printing, multi-coloured printing, single- 
colour lined patterns, silver-dust painting, multi-coloured painting, embroidery, sewing, etc. 


The decorative patterns on brocades that were popular from the Caucasus to Central Asia included, 
in addition to those designs that had originated in China as early as in the Han Dynasty, also 
those of Persia and the imitation Persian designs of Sogdiana. What are called imitation Persian 
designs of Sogdiana are themselves of two types: the style of Bokhara and the style of Khorazm 
respectively. Of these two types, the most representative products came from a village named 
Zandanina near Bokhara in Central Asia. The Dunhuang art relics in Russian collections boast 
some examples of painted silk bearing the characteristic woven ornamental patterns found on the 
brocade called Zandaniji. These are not, of course, brocades, but in the dyeing and printing 
process the ornamental patterns of Central Asia and Persia were adopted. The Streamer head with 
a design of linked cash and flowering tree motif and a pair of deer (Д x 55), which is compara- 
tively big in format, was printed by rubbing the fabric against a wooden block and the design 
bears clear signs of the use of the techniques of the art of paper-cut. The Síreamer head with 
linked cash and peony motif (Jl x 51), which is a polychromatic piece, provides good evidence for 
making a comparative study with such textile pieces as the Turfan-unearthed brocade piece with 
design of linked cash, winged horse and tree and another brocade piece with a floral, trce and deer 
design and the piece of brocade with winged lion and linked cash design (Ch. xlviii) and another 
piece of brocade with a pair of sheep and linked cash for decoration (Ch. 009), both from 
Dunhuang and now in the collection of the British Museum. The floral and wild deck design on 
the fastening strap of the streamer head (Д x 288) is a rather rare Persian-style ornamental 
pattern for Tang Dynasty brocades. 


The craft of "xieran" or figure painting and dyeing has always been a focus of attention in the 
study of the history of handicraft art. The streamers and samples of hemp cloth in Russian 
collections provide ample evidence of the techniques used in "xieran", including such technological 
processes as "jiaxie" or "press together and dip dye", "jiaoxie" or "wring tight and partially dip 
dye", Шахе" or "wax and dip dye" and "huixie" or "partially cover with dye-proof solution and 
dip dye" all of whose technical characteristics are clearly and richly displayed. The streamers 
produced by "jiaxie" (H x 107, 125 etc.) were made by folding a piece of cloth many times into ап 
equilateral triangle, pressing one side of it between wooden boards and then dipping it in a 
solution of colouring matter. Thus dyed, the part pressed between the wooden boards which 
prevented the dye from seeping in remained in the original colour of the fabric so that when 
unfolded a grid of rhombic patterns in the original colour appeared. Where two undyed rhombs 
meet, there are visible in the undyed part faintly coloured crosses and this is clear evidence of the 
use of the "jiaxie" technique. It was generally believed in the past that "jiaxie" was used mostly 
with thin and light materials, but in the making of the coarse hemp cloth streamers of Dunhuang, 
the "jiaxie" technology was also applied, providing thus new materials for the study of the craft, 
and in many of the Dunhuang art relics we can also see the usc of multiple, composite technolo- 
gies, for instance, in the blank, undyed patterns created by the tightly pressed side the further use 


of coloured printing by means of relief blocks (Il x 42, 49 and 167) or by means of the technique 
of hard pressing or even knocking against relief blocks (JI x 286a апад x 286b. Pay special 
attention to the lower end of Дх 286b where overlapping in the ornamental patterns is revealed. 
The Streamer with a grid of rhombic and floral patterns (Д x 52) points to the use of a relatively 
sophisticated "jiaxie" technology. Неге the light brown spaces round the rhombic patterns are 
marked by an unevenly spread wash, indicating the cutting of holes or grooves in the pressing 
boards to channel the pigments, and the use of the complex technology of multiple colour printing 
in the undyed spaces. There is also evidence of the use of "jiaoxie" or "wring tight and partially 
dip dye", for instance, the streamer made of coarse hemp cloth (H x 110). Before dyeing, it was 
also folded, but no wooden boards were used to press tight one of the sides as in "jiaxie". 
However, one side of the folded-up streamer was kept free from the dyeing solution with the 
result that the piece was only partially dyed and the grid of rhombic patterns thus formed 
appeared irregular in shape. It seems that the piece was done in this way simply because the 
people concerned had to do it in a hurry to satisfy some kind of urgent need. Owing to the 
scarcity of bee wax in northwest China, what is called "laxie" or "wax and dye" was not a 
common practice in the region. Still, among the Dunhuang relics in Russian collections there are 
two examples of "juan" textile, with a decorative pattern of sharp-angled rhombs and crosses 
(Д x 222 a and b). They are comparatively big in size and look similar to the "juan" textile in 
Stein's collection. As with "laxie", with what is known as the "huixie" technology or "cover 
partially with a dye-proof solution and then dye", printing blocks with a certain decorative design 
were first used to apply a dye- proof solution or paste to a piece of material which was then dip- 
dyed. When the dyeing process was completed, the piece of material was washed and a piece of 
textile with white patterns on a coloured ground would thus be revealed. The use of "huixie" 
technology can be seen in the Streamer with white chrysanthemums on a blue ground (Д x 56) 
and the Streamer tag with white chrysanthemums on a blue ground (J x 171), both being highly 
representative samples of the craft. 


Many of the images of the Avalokitesvara and other Bodhisattvas delineated on blue "juan" silk 
with silver dust by the so-called iron-wire technique have become so oxidized now as to look 
completely black, but there is documentary proof of the use of the technique of painting ornamen- 
tal designs with silver dust. In regard to silk textiles, there are pieces of "ling" or damask with 
various kinds of woven figures. The piece of "ling" with figured weave of leaf-like patterns 
discovered by Mr. Lubo-Lesnichenko has never been seen before in the collections of Stein, Pelliot 
or any other collector. In terms of the texture of the material and the techniques used, the 
fragment of an embroidered work (Д x 330) looks similar to the portrait of the Avalokites vara 
holding osier which has now been identified as a relic found by D. A. Klementz in Turfan, but 
they are not of one piece. The needlework of the embroidery is characterized by lockstitching the 
outline with what is known as "bianzixiu" or braided embroidery апа by using a single silk 
thread in embroidering the coloured part and the said silk thread was so handled that every time 
it came up through the reverse side it passed the middle of the previous stitch. Needlework like 
this is no doubt more delicate than "bianzixiu". The portrait of the Avalokitesvara holding osier 
which is for the first time published in colour here shows many of the characteristics of the 
portrait of the Madonna which is so familiar in the West, with similarities in looks, gestures and 
dress. Without the image of Amitabha on top of the head, it would be well-nigh impossible to 
recognize it as the image of the Avalokitesvara. If in the first wave of the spread of Buddhism 


into China it was the image of Apollo of Greek mythology, somewhat transformed of course, that 
came to the country by way of India and the art of the School of Gandhara, then in the Tang 
Dynasty and the Period of the Five Dynasties 11 was the Avalokitesvara, the saviour that rose in 
the East whose image resembled in an indefinable way that of the Madonna, in its Byzantine form, 
that became a symbol of the continuing cultural interchange of the peoples living along the Silk 
Road. The present piece is doubtless an object of art of incomparable significance and bears 
testimony to the cultural fusion between the East and the West. 


4.7 Fragments 

Since what is published here is the whole of the Russian collections of Dunhuang art relics, 
necessarily there will be pieces that are seriously damaged in the pictorial part or in texture. 
However, as they may be of use both as fragments in reconstructing less damaged pictures and as 
clues to an understanding of the objects in various other collections, they are also included here. 
The following seems to us to be most noteworthy. The tiny fragment of a painting of animals 
(Д x 363) which has now been identified as a broken piece of a wall painting of Turfan shows 
delicately drawn flowers and deer crowded in a small space. It is hard to imagine why a wall 
painting, which is generally characterized by an extensive scene and aims at achieving a strong 
aesthetic effect, can carry such minute descriptions. In a fragment of a wall painting of a warrior 
(Д x 190) is painted the image of а foreign-looking military figure, with blue eyes and high-set 
nose, which might be a part of a painting of mourning princes. In a group of paper fragments 
are bits of ancient texts and documents and two seal marks of a Ming Dynasty official stamp 
(II x 146) that probably have never been seen elsewhere. А bluish green fragment of a wall 
painting with a curled grass and peony motif (Jl x 191) can fit very well into the nimbus on a 
portrait of a disciple of Buddha (Д х 188) done in the most prosperous period of the Tang 
Dynasty. Other fragments of special value include a fragment of a painting on silk in which two 
women heat up water (JI х 262) and another that depicts the witches in the story of Mara-tarjana 
(H x 321). In fact, the reason why some tiny fragments had attracted the attention of the 
Oldenburg expedition was that they could compel interest in themsclves. 


A fairly large part of the Dunhuang art objects in the collection of the State Hermitage Museum 
are similar to or resemble those in the collections of Stein and Pelliot so that they could be placed 
side by side for a comparative study or for mutual corroboration. There is even the possibility of 
piecing them together or of using a piece from one collection to complement another. We have 
discovered two fragments from a painting on silk now entitled Ornamental design of lotus flowers, 
flames and peonies (Д x 168 and Д x 266) that could form a part of the portrait of the Thousand- 
armed, Thousand-eyed Avalokitesvara obtained by Aurel Stein but now housed in the Museum of 
Delhi of India, being part of the ornamental patterns on the pedestals and lower borders of two 
Vajra-pänis. In this way, three relics now separated by a distance of thousands of miles might 
be pieced together to form a more complete image and the two fragments might thus be dated 
according to the techniques used, namely, light in contrast to dark. Many of the paintings on 
streamers or the heads of streamers could be arranged side by side with relics now found in 
Britain and France to form a more or less complete series. And some singular forms such as 
double-sided streamer heads, painted silk streamer heads and unusual decorative designs could fill 
up the missing links in what we possess or know of now. By comparing them one with the other, 
some of the numbered entries in the catalogues might be combined. All these findings of our 
research we shall record in our descriptions and commentaries. 


5. Publication of the Book and Guidelines for Compilation 


5.1 Preparatory Stage 

As early as 1989, a delegation consisting of the then director and editors-in-chief of the Shanghai 
Chinese Classics Publishing House, including Wei Tongxian, Qian Bocheng, Li Guozhang and Li 
Weiguo, was invited to visit the Institute of Oriental Studies, Leningrad Branch, of the Academy 
of Science of U.S.S.R. (later renamed the Institute of Oriental Studies, St. Petersburg Branch, of the 
Russian Academy of Science) and collaborative efforts were thus initiated for the compilation and 
publication of Dunhuang Manuscripts in Russian Collections. The aforementioned delegation also 
made an in-depth study of the collection in the State Hermitage Museum of art relics from 
Xinjiang, Dunhuang and Khara-khoto in China. In the depth of winter in 1991, the Dunhuang 
group of the Shanghai Chinese Classics Publishing House, then working in Leningrad, was 
authorized to begin negotiations with the curator of the State Hermitage Museum, Dr. M. B. 
Biotrovsky, on matters relating to the publication in book form of the Russian collections of 
Dunhuang art relics. A consensus was thus reached on the publication of such a book and many 
other questions were dealt with such as the composition of the editorial team, the goals and 
objectives of such a work and a tentative working plan and the terms of a necessary but still 
tentative agreement. After that, through frequent correspondence between the two sides, more 
detailed aspects of such a collaboration were worked out and in the summer of 1993, Li Weiguo, 
vice director of the Shanghai Chinese Classics Publishing House, arrived by flight in St. Peters- 
burg and entered into a full week of fast-pace talks with deputy curator G.V.Vilinbahov of the 
State Hermitage Museum and in the end an agreement was signed and concluded on the publica- 
tion of the present book. Subsequent to this, after months of intensive work, Fu Xianzhan, Jiang 
Weisong and Yan Keqin of the Shanghai Chinese Classics Publishing House, with the invaluable 
help of L. N. Menshikov, chief editor on the Russian side, M. L. Ptchelina (Rudova) and L. I. 
Chuguevski, both deputy chief editors on the Russian side, photographer Vladimir Terebenin and 
Russian colleagues in the photocopying department and also with the help of Miss Zhang 
Huiming, a Chinese student in Russia who joined the team as special editor at our invitation, 
succeeded at last in having a predominant part of the Dunhuang art relics in Russian collections 
photographed or photocopied. Then in 1994 and 1996, on two successive trips to Russia, we had 
the Chinese translation of the descriptions and commentaries and other texts originally written in 
Russian with the Chinese version done jointly by Messrs. Ji Yikun and Wang Kexiao, checked and 
edited, adding new explanations where necessary and filling what gaps were there in the original 
materials. In 1995, Mr. Duan Wenjie, director of the Dunhuang Academy, paid a visit to St. 
Petersburg with a group of colleagues where they made a penetrating study of the art relics in 
Russian collections and gave their expert opinions. In the same year, Madam Fan Jinshi, deputy 
director of the Dunhuang Academy, came to Shanghai where she read and scrutinized every one 
of the photographs we were planning to use in the book together with a major part of the 
evidence and data originally collected by the Russian expeditions, offering very useful advice on 
the book. Thanks to the efforts made by both sides and by all those involved in the project, this 
book was thus made basically ready for publication. 


5.2 Verification of Materials 
As has been said before, this book aims at presenting the special Dunhuang collection of the 1914 
Oldenburg expedition. As the sources are manifold and there is not a sufficient amount of original 


records, there has sometimes been difficulty for us in determining the nature and exact dates of the 
relics concerned. 


For the purpose of writing this book, the question of whether to include an object as a part of 
our collection of Dunhuang art relics has to be decided by what evidence is currently available. 
There are things whose date and place of origin, that is, the cave to which it once belonged, we 
have failed to determine exactly, but there is sufficient reason to conclude they were taken from 
the Thousand Buddha Caves of Mogao. These include the heads of painted clay sculptures the 
earliest ones of which date from the time of the Kingdoms of Northern Liang or Northern Wei, 
for instance, the two heads from the statues of Buddha earnestly and strictly practicing his faith 
(Д x 323 and Д x324). Their authenticity might be determined by comparing them with the 
painted clay sculptures of Sakyamuni of Northern Liang found in the eastern cave of the Golden 
Pagoda Temple in Gansu Province. For another instance, several heads of sculptures originally 
included in the Turfan collection (Д x 351-356) were identified by Dr. N. D. Jiakonova as objects 
from Dunhuang and she held to her belief to the last. Unfortunately, Dr. Jiakonova passed away 
in 1996 and so was unable to provide sufficient data for her conclusions. Despite this, they are 
included in this book in the interest of future studies. 


There are also objects which we have included here as Dunhuang relics although there is the 
possibility that they may not have come from the place, the reason being that there is no proof 
that they have originated elsewhere, for instance, Xinjiang or Khara-khoto. However, we have 
raised doubts in our descriptions and commentaries so that specialists can make further studies. 
Some of these objects whose authenticity we are not completely sure about are at the same time 
of particular value, for instance, the coloured painting of Buddha with two donors, one monk and 
one nun (X2486). The "X" here stands for the Russian form of Heishuicheng ог Khara-khoto 
when transliterated into English. This means that it has been identified as a relic of Khara-khoto. 
But the hairdo of the woman is the same as that typical of the images of women of the Five 
Dynasties Period found on objects collected from Dunhuang while different from the Xixia (name 
of a state, A. D. 1032 - A. D. 1227) style found in the paintings at Khara-khoto and also different 
from the Central Asian style common among the relics of Turfan. On the left margin of the 
painting are half obliterated strokes of some hand- writing, which fact points to the possibility 
that it could be a painting placed at the beginning of a Buddhist sutra scroll and this is a form 
we have often seen on Dunhuang manuscripts but have never seen on a Khara-khoto manuscript 
of which most of the paintings at the beginning of a sutra scroll are printed from engraved blocks. 
As to the iconographical interpretation of the painting, some say it is Buddha with two donors 
and two Buddhist figures, that is to say, a donor monk and a donor nun. From the point of view 
of Buddhist theory, a Buddhist nun is one who has not yet cultivated morality to such an extent 
as to attain the status of a male so that she is still without an aura behind her neck and back and 
. this agrees with what is portrayed in the painting. However, the image in the painting has on 
the clothing of a laywoman, and this is highly unusual. The woman's image seems closer to that 
of the kind of donor that often appears in murals or that of the noble princess whose soul has 
been raised to a higher level of existence on a silk or hemp cloth painting of the Avalokitesvara 
leading the way. This is a painting of unusual significance that is certainly worthy of further 
study. 


There is some overlap between the collection of manuscripts in the Institute of Oriental Studies of 


the Russian Academy of Science, St. Petersburg Branch, and the collection of art relics in the State 
Hermitage Museum. Evidently it would not be strictly proper to call this small overlapped part 
either manuscripts or art relics. For this reason, we have also included in this book some 
fragments of paintings and handicraft objects in the special collection of Dunhuang manuscripts in 
the Institute of Oriental Studies that are considered of special iconographical value, with ехрїапа- 
tions given in the descriptions and commentaries. Among these, the paintings at the beginning of 
sutras and the rhombic-patterned "juan" silk of "kesi" tapestry weave (Jl x 9433) are particularly 
noteworthy. In the special collection of Dunhuang manuscripts of the Institute of Oriental Studies 
are quite a number of early wooden-block paintings most of which can be verified by a 
comparative study alongside the Xixia objects brought back by the P. K. Kozlov expedition from 
Khara-khoto. For this reason, they are not included here. By way of a footnote, both the 
Institute of Oriental Studies, St. Petersburg Branch, and the State Hermitage Museum use "Д х", 
the shortened form of Dunhuang in Russian, to mark the manuscripts or art relics of Dunhuang 
in their respective collections, but they are actually two independent numbering systems. The few 
art relics of the Institute of Oriental Studies published herein all have numbers larger than Дх 
1000 so that it would not be difficult to distinguish them from the collection of the State 
IIermitage Museum. Of course, in the descriptions and commentaries we have made sure that their 
source be explained. 


Another point that is worthy of our notice is that what we call Dunhuang art relics are not 
limited to finds from the secret vault of Buddhist scriptures. Therefore it is not right to use the 
first half of the 11th century during which the secret cave was sealed up as the latest date of the 
art relics in Russian collections. While the main source is the Secret Scriptures Vault, there are 
things from other caves too. This is especially true of those things collected from local inhabitants 
who had each possessed a few relics. Failing to make this kind of a distinction could lead to the 
mistake of dating certain things of a later age as of рге-бопе vintage. 


5.3 Form and Arrangement of the Book 

In compiling this book, we have studied the form and arrangement of similar publications of other 
countries, especially the book entitled The Fine Arts of Central Asia published by Kodansha of 
Japan. Generally speaking, the ideal way of compiling a pictorial publication of historical relics 
is to arrange the things by their place of origin which in the present case would be a numbered 
cave so that it would be possible to derive benefit from the precise data of time and place. But 
most of the art relics in the Russian collections are lacking in first-hand records of information 
and data. Many of the conclusions were drawn later through comparative studies. Such a 
deficiency has had to do with the special circumstance that the Oldenburg expedition to Dunhuang 
and its acquisition of art relics there were not undertaken until after Stein, Pelliot and Otani Kozui 
made theirs and not until after the central government of China ordered the provincial authorities 
of Gansu Province to send everything found in the Secret Scripture Vault to Beijing. Under these 
circumstances, while Oldenburg and his colleagues had obtained a considerable quantity of relics 
from the Mogao Caves, the bulk of their acquisitions came from local inhabitants. Consequently, 
it is now no longer possible to arrange the relics according to their place of origin. 


In the present book, the art relics are basically classified according to what art form they belong 


to and what kind of material they are made of. In setting up the categories, we have followed 
the principle of "Where there is plenty of evidence, a category is formed; where there is not, there 
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is no independent category". The order of arrangement according to art form is from three- 
dimensional sculptures to two-dimensional paintings. The sculptural works are arranged accord- 
ing to the following order: first, carvings in the round; second, relief carvings from main 
sculptural works; third, mold-impressed Buddhist figurines; and lastly appurtenances to sculptural 
works such as the necklace of skulls on a Buddha statue of the esoteric sect and the wooden pipa 
string instrument. 'The paintings are divided and arranged according to the nature of the material 
used in the following order: murals; then paintings on silk (including pictorial illustrations to 
parables in sutras on silk and similar large-format works, also painted silk streamers); then 
paintings on hemp cloth (including hemp cloth table-front curtains and broad- width paintings іп 
hemp cloth); then painted hemp cloth streamers (in the further order of firstly more or less intact 
streamers and then the heads of streamers, but the two may be intermixed where comparisons are 
worthwhile); then painted textile handicraft objects (In most cases, these silk fabrics or painted 
pieces are fragments of paintings or streamers or streamer tags that have somehow been severed 
from the body of the original piece. Since it is impossible to trace them now to their origin and 
since as fabrics they have in themselves some special characteristics, they can now be used as 
objects in the study of the technologies of textile making, dyeing and printing, embroidery, 
sewing, etc.); then paintings on paper; and lastly fragments of paintings on paper. In each 
category, the objects are arranged generally in a chronological order. Here those objects whose 
sources have been recorded and hence are datable will come before those that could only be 
identified through a comparative study although there is no record of their dates and those whose 
dates cannot be identified or those that are seriously damaged come last. 


Such a classification scheme is obviously imperfect. In classifying objects of art, taking consider- 
ation of the materials used and the functions and visual images together is certain to cause 
problems of what might perhaps be called "multi-focusing". For instance, many of the fragments 
of paper paintings were originally a part of a painted streamer and in terms of genre, some 
paintings on silk are closer in their artistic style to paintings on hemp cloth streamers while most 
of what we have called painted textile handicraft objects were once a part of a painted streamer. 
In these circumstances, we can only focus on what we consider to be major aspects of the objects 
or what is of particular interest to us or what we think would make comparative studies and 
retrieval easier for readers. From another angle, we might even say that a mixed approach can 
better answer the purpose of classifying Dunhuang relics of art since by nature they all have 
multiple aspects. The present approach will make it easier for the reader to retrieve what he/she 
needs and will in no way hinder him/her from using the power of associaling one thing with 
another. What is more, such an approach might even help the reader to hit on a new discovery 
when two different aspects are considered together. For instance, he/she might ask whether it 
was not true that in terms of the materials used for making painted streamers it was first dyed 
or painted silks and then hemp cloth or whether these materials were used side by side at the 
same time. They might get curious about the difference in artistic characteristics between the 
paintings on silk streamers and those on hemp cloth, and they might ask themselves what kind 
of material is best for a certain expressive purpose and a certain theme. Of course, many other 
questions may occur to them too. 


Although scholars in Russia have made tremendous efforts since 1914 in studying and restoring the 
art relics, yet, owing to the complexity of the objects involved and the near isolation of their 


efforts (For a long time, what they were doing was little known to the world academe at 


large), there necessarily would be deficiencies in their work. Some of the pictures have not yet 
been interpreted to the satisfaction of all and some fragments have not been pieced together in a 
way that is absolutely convincing. It is not likely that the deficiencies can be remedied all at once 
within a short time. In publishing this book, we have made use of computer technology and the 
latest findings of Russian and. Chinese scholars to piece together fragments we have recently found 
to really belong together and correct some misplacements of the past. In making these corrections, 
we have made sure that the fragments should remain in their original state and that there should 
be no tampering with them in either their colour or lustre or their state of preservation. In 
making efforts at restoring the relics in the past, some broken lines were joined together and in 
some places missing colours were filled in for the sake of re-creating a complete visual effect when 
put on display. Although care was taken not to affect the original appearance of the work of art 
concerned, still it is likely that this touch-up might lead to misinterpretations or ambiguities. In 
publishing this book, we have decided to leave the past alterations as they are, and not try to 
restore a piece to its original look. 


6. Postscript 


Dunhuang Art Relics in Russian Collections is another major cooperative project between the 
Shanghai Chinese Classics Publishing House and some national research institutes of Russia, 
following the, publication in 1992 of Dunhuang Manuscripts in Russian Collections and Heishuicheng 
(Khara-khoto) Manuscripts in Russian Collections whose publication began in 1996. Researchers 
in both countries have devoted immense and assiduous labor to a task that sometimes is scholarly 
and sometimes only technical. And many others have joined them in the work, quietly and 
unostentatiously, devotedly and painstakingly, and above all creatively. At the moment when this 
book is brought before the public, we would like to extend our heartfelt thanks to all those who 
have made the publication of this book possible, whether we know them in person or not. 


As the new century turns, the Mogao Caves will, far away in the vast deserts, celebrate the 
centenary of the discovery of the Secret Scripture Vault. With this in mind, we would like to 
dedicate this heavy tome of useful evidence and data to our motherland whose rich artistic soil has 
given birth to the great art of Dunhuang. 


August 18, 1997 


Translated from the Chinese text by Sun Li (4858) 


(For notes and references, see the Chinese text.) 


Preface 


by Maria L. Ptchelina (Rudova) 


The main portions of Dunhuang collections kept in the Oriental Department of the State Hermitage 
Museum were housed in July 1930 and November 1931 from the Peter the Great Museum of 
Anthropology and Ethnology under the Soviet Academy of Sciences. The majority of Chinese 
classical paintings on silk and on paper were collected in February 1977 from the Leningrad 
Branch of the Institute of Oriental Studies under the Soviet Academy of Sciences. 


Currently, registered on the detailed list of property of this museum are 357 articles 
(actual number, however, is smaller because of the merging of some fragments in the process of 
restoration), including frescoes, sculptures, and paintings on silk, hemp, and paper, as well as 
fragments of silk fabrics. The overly tiny and indiscernible fragments of the silk paintings were 
not calculated into the total. 


S. F. Oldenburg opined that investigating the local monasteries was the principal task of his 
expedition. In his diary he wrote: "It should be reckoned that the descriptive catalogue (This 
refers to the depictions of the caves by the expedition = Rudova), together with the color pictures, 
traced pictures, photos and plans, serves as ample and reliable materials for research on the 
monasteries. " 


Oldenburg highly treasured the integrity of the artifacts, deeming that only those which might 
completely disappear of themselves and those detaching of which would not damage other objects 
could be taken away. 


According to the Pelliot numbering system adopted by Oldenburg, the murals and sculptures 
collected came from 18 caves, 13 of which still extant and having been serially numbered by the 
Dunhuang Academy. The caves renumbered by Oldenburg, however, have not yet been tallied 
with the numbers labeled by the Dunhuang Academy. Hence it is a question whether the rest five 
caves still exist. Owing to insufficient evidence from literature, the origins of some artifacts have 
hitherto remained unclear. 


Collations of the Dunhuang collections included: comparison of some of the fragments (confined to 
those of frescoes and silk paintings) and in conjunction with the further identification of the 
content, restorative and composite work. In this manner, some tableaux were pieced together out 
of certain numbers of inconsistent materials though their contents were easily comprehensible. For 
instance, the fresco Illustration to Ше Syamaka Sätra was a piecing of two fragments (Д x 197 and 


Д x 198) to reveal their contents. The silk painting Illustration to the Amita yur-Dhyäna-Sütra 
(Д x 316) was composed of 35 fragments, Illustration to the Maitreya Sūtra (Д x 223 and д x 224) 
and Dhrtarastra (Д x 234) had 2 fragments respectively, Майгеуа (Д x 225) had 4 fragments, etc. 


The restorative work of the frescoes (It should be remembered that almost all of them were small 
remnant pieces) was chiefly commenced in the post-war 1947 and was led by senior restorer E. G. 
Shenin. The concrete work was undertaken in the mammoth painting studio of the State 
Hermitage Museum. Here Shenin progressively perfected his unique methodology of restoring and 
protecting the Dunhuang sculptures and murals. 


The restorative work of the paintings on silk, paper and hemp was conducted by senior restorer 
H. H. Maximov, who also managed 10 find ways for restoring similar artifacts of Oriental 
painting. 


Some individual antiquities have already lost most of their color layers and outlines. The tracings 
by Artist E. C. Matviyev played an active role in helping comprehension of their content. All 
these tracings were made possible thanks to the assistance of the eminent roentgenologist L. V. 
Wivilskov, who did the infrared surveys of the artifacts. 


The author wishes to express her profound thanks to Jakonova, senior research fellow at the 
Hermitage Museum, and Menshikov, senior research fellow at the St. Petersburg Branch of the 
Oriental Research Institute under the Russian Academy of Sciences, for their suggestions and help 
on this book. Jakonova was the first, after S. К. Oldenburg, to introduce to Soviet academic 
circles the Dunhuang materials and their originals preserved in the Hermitage Museum. 


The author also owes her gratitude to Professor Duan Wenjie, President of the Dunhuang Academy 
of China. Professor Duan viewed the Dunhuang artifacts at the Hermitage Museum and offered 
many valuable suggestions and opinions. 


The building of the monasteries in Mogao Grottoes started in A. D. 366. But, the earliest traceable 
date of the grottoes built was about А. D. 500. That means the period starting from A. D. 500 
up to the beginning of the Tang Dynasty ( 618 -907), or just before the 7th century, was the time 
the Dunhuang Buddhist art saw its shaping and development. Whether from sculptures or murals, 
one can see the mutual influence of the artistic styles and local traditions between India's Ajanta 
and Ceniral Asia's Oases (principally Kucha). 


Of the artifacts of this period and now kept in the Hermitage Museum, the most noteworthy are 
the murals of Vadya, Thousand Buddhas and Donors (Д x 196 ). The figure, halo and costume of 
Vadya, the haloes and kasayas of the Buddhas and monks were all depicted in fine outline 
threads. The folds and creases of the dancers' skirts and the folds of the Buddhas' kasäyas were 
all drawn with fine black threads or even brighter course color threads. All the statues stood in 
single file, while the bottoms were unified, the postures diverse. The painters created an illusion 
of space, as the diversity of the methods of painting made the space of the tableau look ever so 
undulating, so bold and unconstrained, and yet showing no lack of harmony in adornment. We 
deem that this was unique of the Dunhuang murals during the period of the Northern Wei 
Kingdom (439 - 535). 


Two extremely rarely seen relieves of Maitreya (Д х 199 and Дх 200) may be of significance for 
understanding the early stages of the shaping and development of the caves and monasteries. 
Although they were done with coarse handiwork under simple and crude equipment conditions, 
they never lost their power of manifestation. 


Viewing from the angle of development of Chinese landscape painting, the fresco Illustration to the 
Syamaka Sutra (Д x 197 and Д x 198) is worth noticing. This is the earliest Chinese architec- 
tural landscape painting. The Chinese tradition finds its expression in the narration of the murals' 
episodes: the tableau adopted an approach of multi-direction layout in an effort to experience a 
feeling of space, so that the hunting scenes were vivid. At the same time, it could be seen that 
it had an organic association with the traditional skill of outline-void line painting of the West. 
All the component parts of landscape painting—mountains, trees, human figures and animals — are 
done in this way. The organic linked between the traditions of both the East and the West 
marked a certain stage of the development of the Dunhuang mural art. The salient feature of 
serial coloration of the soft brown, black and red provided the basis for ascertaining that it was 
the works of the Sui Dynasty. 


From the 7th century to the middle of the 8th century, the monastery art gradually developed a 
style unique to China. The Indian art had already been reformed and the Central Asia Oases and 
the local Chinese tradition had been absorbed. In Dunhuang, this demonstrated a unification of 
the Indian style of producing Buddhist statues and the Chinese tradition of wooden architecture. 
As far as skills are concerned, the main method employed was the light and shade approach, 
which revealed the merge of outline-void line drawing of the Western Regions (a Han Dynasty 
term for the area west of Yumen Pass) and the Chinese traditional line drawing with outlines. 
Painting figures in the empty spaces available must also be deemed traditionally Chinese. 


The meticulous and graceful painting of Buddha Amitabha (Д x 192) and other Bodhisattvas 
demonstrates the high art level. The most typical is the plant beside the Buddhas on the right, 
which demonstrates very graceful and featured patterns. This work represents the early form of 
the belief of Amitabha. The finalization of this art category was in the Golden Age of the Tang 
Dynasty (А. D. 712 - А. D. 755). The characterization of the grand size paintings of this period 
was that the figures and housing architecture demonstrated evident three-dimensional effect, with 
the distant view being extremely vivid. 


Among our collections, all the portraits basically adopted plane painting, and yet they attempted 
at creating a sense of space. The portraits of the Buddhas were placed at a wee bit retreated 
central viewpoint, with the background pushed toward behind the even deeper gradation, while 
the images of Buddhas were lined diagonally to create an illusion of a distant view. 


The date of the murals of the Buddhist Disciples (Д х 188) was ascertained as during the Golden 
Age of the Tang Dynasty, which was also the heyday of the Chinese Buddhist art. There were 
certain modes for painting portraits with chiaroscuro outlines (here we refer to the images of 
Buddhist disciples), which lacks personality or portraitism depiction. But it was not simply create 
a feature lacking vivid image, but a real face of religious disciple, who was all attention with eyes 
gazing into the distance. The lofty spiritual strength embodied in this work reminds us of the 


master artists of the Tang Dynasty. According to literature, they created a Chinese Buddhist art, 
which has no equal. 


The multitudinous fragments patched up an incomplete silk painting Illustration to the Maitreya 
Sūtra (Д x 223 and Д x 224). Human figures and buildings were first outlined before being color 
painted, with the details adopting chiaroscuro method. The Bodhisattva put on the treasure 
crown, adorned with tassels and wore capes. The artists paid very great attention to balancing 
the entire toning of the general appearance of the pictures. The image of each figure retains 
concrete features of personality. The image of the apsara is especially eye-catching. She stretches 
out her both hands, and carrying her drum flies gracefully in the sky. With hair in a coil, she 
turns her head high up in the air to reveal her rosy cheeks and crimson lips. The master artists 
used delicate outlines in depicting the brown capes and the beautiful folds of the orange skirts. 
The towers featuring the techniques of Chinese architecture provides significant value to ascer- 
taining the date of the artifact. The tower, composed of two parts — the dominating brick 
columns and the arch over the gateway — was surrounded with low balustrades and their 
standing railings, had sets of brackets on top of the columns supporting the beams within and the 
roof eaves without. The joints of the upper of such lofty towers were called Quan, or arches, 
which can be seen in the murals inside the caves built during the Golden Age of the Tang Dynasty 
(e. g. Dunhuang, Cave 217). And the joints can be seen more clearly in the photograph of the same 
cave taken by the Oldenburg expedition. The brick columns with doors, the wooden towers with 
balustrades and arches over the gateways were the same as those seen in classical Chinese painting 
on silk. The towers were part of the city walls. Two of the towers, similar to the 8th century 
frescoes of the four royal mausoleums discovered on the outskirts of the ancient Tang capital 
Chang'an (now Xi'an City), are the earliest famous images for like architectural works of the 
Tang Dynasty. The picture of the damaged costumes of the warriors on the dilapidated right 
upper part of the tower has direct similarity with 7th - and 8th -century pottery sculptures 
unearthed from the mausoleums. The only difference lies in the headdress: In our artifacts, the 
warriors wear Buddhist headgear. 


The plump figures of the female worshipers, their hairstyles and costumes (the large sleeve of the 
skirt-jacket, the half-revealed dress, and the capes) accurately reflect the very images of the 
women of the Golden Age of the Tang Dynasty. Their faces, though not any unique or with any 
individual personality, are, however, the popular mode of traditional Chinese painting of beautiful 
women. The reason why the female worshipers were listed among Buddhist pictures and 
positioned within their structure was that it had something to do with the general appearance of 
the pictures. In its totality, the painting of this kind creates an impression of a preliminary draft, 
as it fails to reveal the actual creative power of the master artist. Under such circumstances, the 
blank horizontal tablet forcefully reveals that this Buddhist portrait has never been "used" and 
hence is only a semi-finished product. 


As regards the silk painting of the Illustration to the Amita yur-Dhya na-Sütra (JI x 222), 
reckoning from the fragments, the length and width of which is rather enormous. Regretfully, 
only one fragment of the painting is left, with the pigment layer fortunately remaining intact. On 
this fragment are a set of Bodhisattva portraits near a pond and four images of donors. One can 
see clearly that this is a typical painting of the Golden Age of the Tang Dynasty: the space 
arrangement with regard to figures, the color line drawing, the chiaroscuro, the setting off by 


contrast with shades of blue and orange, the official's turban-like headdress with flowing bands, 
the style of garments. From the painting one can conclude that the objects are all the then living 
and active characters. For instance, the first donor takes a sitting posture with his palms closed 
in a prayer, but his facial expression is unclear; the second donor stands with all attention with 
both eyes wide open; the third, differently, tranquilly looks into the distance. It is impossible to 
effect a psychological portrayal, but, nevertheless, we can at least feel the particular frame of mind 
and sentiments of the worshiper at such a solemn moment of prayer. 


From this it can be suggested that there existed in China's Tang Dynasty a unique portrait 
painting which was related with the viewpoints of the 4th century painter Gu Kaizhi and the 6th 
century art critic on color painting Xie He. From the extant fragments, one can see how sound 
the judgments of these masters are. Said Gu Kaizhi, "In painting, the most difficult is the 
portraying of human figures." According to Gu, in figure painting, the depicting of the eyes is 
the most essential, for the eyes represent human vitality and essence. In the book On Painting, 
Xie He introduced the six canons that artists should follow in the course of creation. This, in fact, 
was the inheritance and development of the theory by Gu Kaizhi. Zhang Yanyuan was the first 
to annotate Xie He's "Six Canons". He believed that the first of the six canons was the most 
significant and said that breath resonance was in essence lifelike spirit, which means that no figure 
painting can be considered genuine if it fails to express the very essence of the depicted. 


According to the few Tang Dynasty wall paintings in our collection, we may conclude that the 
Chinese Buddhist art displayed on the walls of Mogao monasteries was actually developed in the 
common tradition of China's culture and art. 


From the meticulousness of the contours, the depicted inner world activities, and richness of facial 
expressions that are typical of the Thousand-armed, Thousand-eyed Avalokiteš vara (д x 283-305) 
, one can ascertain it is done in the Golden Age of the Tang Dynasty. And it is one of the earliest 
painting samples of the Mi-sect Buddhist portrait so well known in the academic circles. 


Ав far as Dunhuang Buddhist art is concerned, which was done in the Mid- Tang (781 – 848), 
Late Tang ( 848 — 907) and the Five Dynasties ( 907 - 960) can be treated as a unique whole 
with a definite significance. This is a major phase of 200 years in the history of monasteries. 
During this period, the local authorities while having lost contact with the central government, 
Dunhuang's Buddhist art, nevertheless, developed to reach a new peak with its new characteristics. 
The Mid- Tang art of mural and sculpture, as a synthesis of various influences, retains the 
traditional rules of shaping, with the classical art of the Golden Age playing a significant role. 
During the Golden Age, Dunhuang had very close connections with the central authorities, but 
this was also the most difficult period for determining the date of the artifacts. In all probability, 
only two hemp streamers of a Buddhas and two Bodhisattvas (JI x 211, 62 ) and a few fragments 
of silk paintings of Bodhisattvas ( H x 221, 228, 225, 261, 220 ) belonged to this period. 


Among our collections, those of the Late Tang are impressive in number. First of all, there are 
numerous large size hemp streamers. Although the state of preservation leaves much to be desired 
(some are visible only through infrared rays), from them one can see the many features of the 
continuity of tradition. The contours of the Buddhas are neat, well spaced and refined. The 
technique of shaping of the face and hands is superb, with proportions suitably extended. The 


costumes are rich in folds and creases, but the figures look a little stiff. The colored bottom could 
be regarded as the feature of this period (JI x 79, 80, 210, 181 ). In its totality, the drawings of 
this period moved gradually toward the common orbit of the Central Asian art style, with the 
influence of the culture and art of Turfan and Uighur being particularly conspicuous. This was 
made possible thanks to the.increasing large-scale dissemination of the art of sculptures for Mi- 
Sect Buddhism, to the development of a school of portrait painting unique to the Mi religion, and 
to the intensification of customary. The garments of the Bodhisattvas are characterized by both 
gorgeousness and encumbrance of ornaments: the treasure headdresses are in their majestic splen- 
dor, the girdles in over elaborate decorative patterns, and costumes with bottoms of fresh floral 
designs. From this angle, we can see that the portrait of the Thousand- Armed, Thousand-Eyed 
and Thousand-Alms-Bowled Mafijusri(H x 205) is a unique image. Although the colored layer 
(mainly the part on the right) reveals near total destruction, it is still possible to see the fineness 
and meticulousness of the outlines and the delicacy of the contours that are so neat and well 
spaced. 


As mentioned above, the deep-colored bottom of the Buddhist images saw rich changes in color 
through employment of blue, orange and crimson colors plus the use of much gold powder. Both 
the treasure headdresses of the Bodhisattva and the complex geometrical patterns of his halo 
reflect the new features that appeared in the Buddhist paintings in this period. 


The subsequent Five Dynasties period ( 907 — 960) witnessed the complete process of how the 
tradition of Turfan and Uighur arts effected monastery art. The costumes and symbols of Buddhas 
are as imposing as they are beautiful, but the lines betray dullness and seem incumbent. Many of 
the portraits are simplistic in color (háving two or three colors only), and the changes, if any, are 
inconsequential. 


The Buddhist paintings of the same period now in the keeping of the Hermitage Museum are no 
more different than the crudely done artifacts of this period. The drawing is rough, the coloring 
casual, lacking change in colors. Among the finds of the 9th- and 10th- century Dunhuang 
Buddhist paintings, the most noteworthy phenomenon is the appearance of numerous portraits of 
donors and prayer scripts. Such a phenomenon has direct connection with accepting Avalokitesvara 
as a special, independent worshipper not dominated by Amitabha. The request to Avalokitesvara 
is principally paradise in afterlife in Amitabha's land of the pure, but it also involves prayer for 
prosperity of the family and flourishing of the nation. 


There is a streamer with donors (Д x 164), which is the earliest famous artifact. The donors are 
one whole family. There were thematic scripts on it albeit they were not conserved. On the left 
are females while the males are on the right. The inscription in the front reveals the names of 
the donors and their relatives. The headgear of Chinese officials — turbans with two dangling 
corners — and the female hairstyles — towering buns adorned with three pinned flowers and the 
hair on the temples partly covering the face — prompted that this artifact might be a Late Tang 
work. 


What is worth noticing is a picture of a bride. In our opinion, this suggests that the appearances 


of brides in Buddhist paintings explain a certain development of the mass viewpoint in Buddhism 
— the integration of worship of Buddha and the veneration of ancestors. In all probability, the 


prayers of the bride was for being blessed with the birth of a noble son (for the basic tenet of 
venerating ancestors and the main function of Avalokitesvara are to help all those who live in 
misery, including women who long to be conceived). 


Among our collections there is. a portrait of Eleven-faced AvalokiteSvara. It has a correct date of 
creation ( 956) and a complete prayer script, besceching them to let his deceased ancestors go to 
the land of the pure of Amitabha. 


From the approach to shaping the image of ihe Bodhisattva, we can see the typical expertise of 
this period. The folds of the garments are proper and symmetrical and the 7-color halos are the 
result of different shadings of one single color. The hard-cornered turban worn by the 10th- 
century donors was the typical fashion of headdress popular among the males of the Five 
Dynasties, as is recorded in ancient Chinese historical literature. And from men's costumes of this 
period, one can see local features — first of all the opening of a slit on the side of the gown to 
facilitate horse riding. We believe this was due to the influence of Uighur garments. 


The garments of female donors of the Late Tang and Five Dynasties period, including the jacket 
and skirt, and shori-sleeved upper garment and cape, were basically the same as those of the 
previous period. But the headdress and hairstyle had iheir new characteristics, demonstrating 
luxury and dignity. Especially, during the Five Dynasties period, this kind of headdress was 
termed the "flowered hat" or "phoenix hat". The phoenix-shaped headdress of noble women 
donors and all those jade hairpins (seen in the murals and other drawings) appeared not only in 
Dunhuang artifacts, but also in the frescoes of the Uighur caves in the Central Asia Oases. Pan 
Qiezi, linking this situation with the influence of the Uighur, believed that this was due to the fact 
that the rulers and nobles of Dunhuang had close marriage relationships with the Uighur. We 
deem, however, that the origin of such a headdress should be traced from the Chinese side. From 
the Late Tang-started paintings and from the Dunhuang murals, we can see the various hairstyles 
of many aristocratic ladies of that period. There was one hairstyle, called "flower-pinned hat", 
which- was particularly conspicuous. As can be seen from its literal meaning in Chinese, it consists 
of flowers and a metal adornment (hairpin) The size of the ornament and the number of flowers 
and pendants were all different. The ladies in the murals in Dunhuang's Mogao Cave 130 all wore 
gold phoenix hat, which drew great interest among us. 


Evidence testifying that this kind of headdress is Chinese in style comes from the book Portraits 
of Chinese Emperors and Empresses, in which there are pictures of the headdresses of empresses 
of the Song Dynasty (960 — 1268). Such hats are characterized by many flowers and phoenix pins 
on the hair arranged upwards with the temples ornamented with a hairpin on each side. 
According to their structure and individual objects, this kind of headdress is quite similar to those 
of the aristocratic ladies of the Five Dynasties and the subsequent two Song dynasties. We reckon 
that the headdresses of female donors of Late Tang, Five Dynasties and the two Song dynastics, 
achieved development in Dunhuang under the influence of "Tang custom", for the monasteries had 
relationships of every description. The marriages between Chinese princesses and the Uighur 
khans played no little role in this, either. 


As we have seen, there were already whole-family portraits of donors among the 9th- century 
Dunhuang murals and the numbers increased in the ensuing 10th century. It is reasonable to call 


them family portraitures. Such portraitures had formed their own system and followed a certain 
pattern. Specifically, the portraitures had in their inscription names, titles, and family relationships 
of the members of the family. As far as all the portraitures were concerned, such a system strictly 
recorded the incriptions of the worshiper, and strictly arranged the listing of the members of the 
family according to sex and senority in rank and age. The first line of the prayer script was "the 
pious disciple of Buddha So-and-so" with no official rank or age preceding the name. Some donors 
were officials and were in full apparel, and there were also women in such dresses as befitted the 
standards of the time. 


The above-mentioned family portraitures were a unique phase in the development of Chinese 
religious ceremonial portraits, and they were famous only in Dunhuang during the 9th and 10th 
centuries. We conjecture that they seem to constitute an individual link in the entire chain of the 
history of Chinese portraiture painting, based on the tradition of Gu Kaizhi-Xie He theory. 


Translated from Russian text by Wang Kexiao 


Translated from Chinese text by Huang Songlin 


Dunhuang Textiles 


— Collections, Times, Crafts and Artistic Styles 


by Lubo — Lesnichenko 


1 

At the turn of the century, great numbers of scripts and religious paintings were discovered in the 
Cave of Sacred Scripts within the Mogao Grottoes near Dunhuang, China. What occupied a 
dominant position among the unearthed artifacts was, however, the artistic brocades and embroi- 
dery. The fate of these fabrics were different and up to now they have been housed separately 
in the museums of various places. Most of those Marc Aurel Stein took away in 1907 are now 
kept in the British Museum and some are kept in the National Museum of India in New Delhi. 
The silk fabrics selected by Paul Pelliot are now conserved in the Museum Guimet and the 
Bibliotheque Nationale. The fabrics taken away by the Second Xinjiang Expidition led by S. F. 
Oldenburg are now in the keeping of the State Hermitage Museum. Ву comparison, the artifacts 
last mentioned here are much fewer than the two previously mentioned. Specificaly, it is only 1/ 
5 of Stein's collection, or 1/3 of those of Pelliot's. It is stated that Tokyo's State Museum also 
keeps some Dunhuang fabrics. Not long ago, the Chinese sources declared that 60 articles of silk 
fabrics of the 8th century were found in 1965 in Caves 130, 122 and 127, and that in 1972, woven 
and embroidered fabrics done in year 476 were found in Cave 125. 


In all, the silk fabrics of Dunhuang fall into over 150 categories. Besides the articles kept in the 
Imperial Chamber of Art Treasures of Horyu Temple in Japan's Nara, the silk fabrics unearthed 
from the great cemetery of Astana in the vicinity of China's Turfan are now the most significant 
materials for the study of Far East textile artistry of the early Middle Ages. It should be pointed 
out that, compared with other Dunhuang artifacts, textiles have not received sufficient attention, 
as has been borne out by Stein and Andrews! restoration of the relevant textiles and writings. 
Regretfully, in those writings, little has been mentioned of textile technology and patterns of the 
fabrics are few. Currently, K. Riboud is conducting a research into the Dunhuang fabrics kept in 
the Delhi State Museum. In addition, Г. O'Neale and Durrell are writing on the characteristics of 
manufacture technology of the Dunhuang fabrics obtained by Stein now kept in the British 
Museum. Meanwhile, J. Lowry is studying the weaving technology of the Dunhuang fabrics now 
kept in the British Museum. К. Riboud and С. Vial have not only made a comprehensive and in- 
depth study of the textile technology of the silk fabrics taken away by Pelliot, but they have 
already published his treatises. And Jakonova has done the reconstruction of the patterns of the 
fabrics kept in the State Hermitage Museum. 


The silk fabrics found in the Cave of Sacred Scripts are proved to have diverse uses, most of 
which served as edges for images of Buddha. This, of course, was due to the influence of ancient 


Chinese paintings. In China, since the 5th century, all the calligraphy and paintings оп silk and 
paper were invariably protected by silk borders. Fabrics of this kind now kept in the State 
Hermitage Muscum are 26 centimetres in width and two metres in length and feature lace borders 
and are attached to the 8th century paintings of Amitabha. 


Some of the fabrics were used on book slips. As was stated by K. K. Flug, using silk covers for 
books began in the Han Dynasty (2 c. B. C. - A. D. 2c). The book slips seen in Dunhuang arc 
usually rectangular in shape, being 30 — 65 cm x 28 - 30 cm. Some book slips have triangular 
ornaments stitched onto them. Ап ornament of this kind was made from a plain colour silk fabric, 
around and in the middle of which were coloured fabrics with flower patterns. Besides those 
made of silk, book slips were also made of fine hemp or bamboo slices knitted with silk ribbons, 
with book titles woven or written in the corners. Similar is the shape of the book slips now kept 
in Japan's Horyu Temple in Nara. 


Among the silk fabrics kept in Dunhuang, the most important ones are pennants, streamers, 
canopies and curtains of various kinds. The conspicuous presence of these fabrics attributes to its 
significance in religious ceremonies and in the life of Buddhist followers. 


Of all the woven bed-curtains, the most attractive is the one kept in the State Museum in New 
Delhi. Two and half metres long, Ц is ornamented with embroidered silk ribbons, and is stitched 
with numerous fragments of silk fabrics. This kind of curtain was used (0 decorate niches for 
statues of Buddha and looked as vivid as a wall painting. 


In accordance with ancient traditions, each of the streamers had a triangular (some being 
rectangular) top (or head as signified in Buddhist language). Under it was the main part (or body 
of the flag and then the tassel (or the foot). On the head was stitched a loop for hanging 
purposes. The bodies of the streamers vary from 20 — 30 cm to several metres. 


Among the murals and scripts in Dunhuang caves are some revealing the many uses of the 
streamers. Very often they were hung on both sides of "pagodas", as is demonstrated in the 
murals of Wei Kingdom Cave 428 (135) and the ninth century Five Dynasties Cave 76 (102). Some 
sireamers were placed by the sides of the canopies and statues of gods, as can be seen in Cave 305 
(at the turn of the 7th century). In an article on the newly discovered Dunhuang textiles, the 
writer mentioned that loops for hanging pennants and streamers were found in some caves or by 
the side of Bodhisattva. In addition, at temple fairs and other religious festivals, Buddhist 
followers used to carry such flags. Records of these can be found in Caves 146(8), 332 (146), 331 
(145) for Tang Dynasty murals as well as in the writings mentioned above. 


According to relevant literature, Buddhist followers believe that carrying such banners promised 
freedom from calamities, lengthening of one's life span, and even a successful official career in next 
life. Owing to the great demand for such banners, many people settled down around monasteries 
to make and sell them for a living. Data derived from the Cave of Sacred Scripts show that 
around the many Dunhuang monasteries Папфсгайзшеп in this field could also be found in those 
days. 


Local written data of the Dunhuang Oases reveal that sericulture was also an occupation here. 


Although local residents had been able to make silks, products manufactured within such a small 
place naturally could not cope with the demand of the many monasteries. Hence, the silks for use 
chiefly came from other places. As is recorded in Dunhuang literature, the silk products came 
mainly from major cities in present-day Henan, Shaanxi and Sichuan provinces. In addition, 
Dunhuang, as a starting point of the Silk Road, also accepted textiles from the western world; for 
instance, a fabric called Zandaniji was produced in Sute. Significantly, this kind of silk fabric 
(and also including fabrics of through warps and broken wefts) was highly valuable in Dunhuang 
and was hence used to make wrappers for book covers. 


II 
The question of the date of manufacture of the silk fabrics found in the Dunhuang caves is rather 
a complex one, for, unlike scripts, literature, or painting scrolls, textiles (especially the banners) 
were not generally given date of production so that ascertaining approximate time of making had 
to rely on comparison. However, as the materials in the Cave of Sacred Scripts were invariably 
monasterial artifacts and since the monasteries have been in existence for centuries, it is still 
possible to tell the different times of the silks. 


The attached table gives а list of the known silk fabrics in Ше Cave of Sacred Scripts and makes 
a comparison between the said fabrics with those whose dates of manufacture has already been 
roughly ascertained. We opine that the earliest time will be CH00118, or close to the Tang 
Dynasty. The ornamental patterns of the fabrics were a blending of the western style and the 
hitherto long established Chinese style. This was especially typical of the textile technology of 
the Six Dynasties (А. D. 3rd - 6th centuries). The general layout was quite similar to that of the 
tradition of the Mediterranean region: In the middle there is the typical noded "tree of life", the 
patterns being in the shape of waves; the joints are also very typical. As to the dragons, the 
thought-out birds and types of facial makeups, they are without doubt of Chinese origin. A 
"tortoise shell" pattern can often be seen among the ornaments inside the great cemetery of Astana. 
This kind of patterns most probably appeared in China in the A. D. 5th — 6th centuries, bul not 
beyond the 7th, as it never appeared among Tang Dynasty textiles. 


Similarly, silk fabrics numbered CH00178 (EO01193) and CH00169 can trace their origin in the 
textile fabrics of the A. D. 4 - 6 century Koops and Byzantine. In the meantime, the СН00178 
(01193) silk was made with the brocading method, as was described by G. Vial; this technology 
was very popular in China at the turn of the 7th century. 


Many textile fabrics can trace their origin to the latter half of the 7th century or the first half 
of the 8th . A part of the Zandaniji I type fabrics have been ascertained by Yelushalinskaya as 
products of the first half of the 7th century. Compared with the silk fabrics unearthed from the 
great cemetery of Astana and those conserved in the Imperial Museum within the Horyu Temple 
in Nara, Japan, it can be determined that some silk fabrics in the Cave of Sacred Scripts were 
products of the end of the 7th century and first part of the 8th. 


Hence, it can be judged that the majority of the silk fabrics were produced during the two 
centuries before the caves were officially closed, i.e. the latter part of the 8th century and the first 
half of the 10th. However, the data obtained by way of comparison have been very limited, as 
we know little of other silk fabrics that came from other regions during the period. Belonging 


to this category are the Zandaniji II silks which have been ascertained as products of the latter 
half of the 8th century and the 9th. Some others are similar to the finds at Astana and the 
Moshev Galley (North Caucasus), and those recently found in Dunhuang's Cave 13. Two silk 
fabrics are very similar to the famous Karaho-zo fabrics, obviously transported here before the 
closure of the Cave of Sacred Scripts. 


Ш 

As Ше time of manufacture of the textiles in the Cave of Sacred Scripts spanned across four 
centuries and their places of manufacture were so different, the technologies used were also widely 
diversified. Writings by Andrews, Riboud, G. Vial, Lowry, O'Neale and Durrrell have all made 
clear mentions of this. The salient features of the Dunhuang silk fabrics now kept in the 
Heruutage Museum testify to the statements quoted above. Pelliot and С. Vial, when describing 
these collections had revealed through studies that there were all together four ways to start the 
embroidery, and all these ways of organization can all be seen in the Hermitage collections. The 
simplest of these is a pattern done on the ground of plain weave, with four sets of threads 
diagonally weaving out stitched decorative patterns (1/3 diagonal stitching). This kind of 
weaving method is typical of China's textile tradition. As is proven by the data of Loulan and 
Noyinula, quantities of monochrome silk products with decorative patterns were done in this way. 
Of the 11 fabrics with floral patterns two were made in this way. Thereafter, with the advance 
of technology, pattern on the ground of plain weave done on six sets of threads diagonally woven 
(1/5 diagonal stitching) developed. Among the selections in the Hermitage three fabrics were 
done in this way. 


In the 7th century a textile revolution took place in China, which was also felt in silk picture- 
weaving. At this time the decorative patterns were revealed by wefts. The simplest difference of 
this kind of technique lies in that the wefts were done with four sets (3:1) or six sets (5:1) weft 
diagonally stitched decorative patterns. Comparing these two methods, one sees the reverse of the 
functions of the warp and weft threads, with the two patterns displaying a difference of 90 
degrees. Among the selections five were done in this way. 


The last kind is much more complex than the other three, for it involves the use of three sets of 
threads to weave 1/2 warp threads on warp threads on the ground of diagonal pattern to weave 
out 2/1 weft diagonal decorative patterns formed with three sets of wefts. 


Five muslins among the Pelliot collections were ascertained by G. Vial to be fabrics with this kind 
of twisting (in Japanese it is called ">" style). С. Vial studied the weaving method of the 
muslins, one of which is now kept in the Hermitage. 


The treasures of Dunhuang provide innumerable materials for the study of the manufacturing 
history of the coloured brocades - the extremely complicated and most significant silk product. 
Ancient Chinese weaving trade was characterized by coloured decorative patterns formed by 
different coloured (usually in three colours) warps, with wefts playing a supporting role. When 
passing through the warps, usable and nonusable warps were joined to form, separately, the 
desired decorative patterns. The usual practice was to run the warps over three wefts, and then 
thread the warp through the fourth weft. This was how the Dunhuang CH00118 was done and 
it can be determined that the fabric was manufactured somewhere before the turn of the 8th 


century. Another weaving method of similar kind was to let the warps run over five wefts апа 
then pass through another weft. In all probability, this kind of fabric did not appear until the 
establishment of the Tang Dynasty. The study by С. Vial shows that most of the French-kept 
brocades were done with this method. One-third of similar articles kept in the Hermitage were 
also produced in this way. Studies on the articles kept in Japan's Horyu Temple suggests that 
earliest use of this method dated not later than the 8th century. 


Although study of historical records and unearthed artifacts may both demonstrate that the 
application of floral design via wefts commenced in the 7th century, the question, nevertheless, has 
so far remained unanswered. Considerable numbers of Dunhuang silk products were done in what 
G. Vial called the brocade-stitching method. Comparing these brocades with those of the Han 
Dynasty, it can be seen that the functions of the warps and wefts were exactly just the reverse, 
with the decorative patterns having a difference of 90 degrees. С. Vial had made studies on 
several artistic approaches of the Pelliot's collections, while manufacture of Article 288 of the 
Hermitage adopted one of such approaches. 


There were no silk products made with such a method among the French collections, but there 
were similar articles in the Horyu Temple. While study on Oriental weaving has been relatively 
weak, it is still possible to determine the birthplace and time of this weaving technique, with only 
the one exception of Zandaniji brocade. Thanks to the meticulous study by Yelushaskaya and 
other scholars over the past near three decades on the three centuries (A. D. 7th - 9th), it has 
been revealed that the place of origin was Sute. 


Of the textiles represented in Dunhuang, the most prominent were printed fabrics, which ac- 
counted for about one-third of the total. This corresponds reasonably with the ratio of similar 
collections in the Horyu Temple. It seems that printed fabrics did play an important role in the 
manufacture of silk products during the early years of the Middle Ages. 


IV 

Ав mentioned above, the basic data for study of Oriental textiles come from the great Astana 
cemetery, the Dunhuang monasteries and the Horyu Temple museum. The former is located in the 
oasis of Turfan, in the vicinity of the Astana Village, four kilometres north of the ancient town 
of Gaochang. This graveyard was first studied by a Japanese expedition in 1913. In 1916 Stein 
came and worked. From 1928 to 1930 the Chinese archaeologist Huang Wenbi and later in 1959 
teams from the Xinjiang Museum and the Xinjiang Academy of Social Sciences did excavations 
here. From the indicated date of epitaphs and artifacts unearthed it is now proved that the 
graveyard had been in existence since the 4th to 8ih centuries (between 363 and 778). 


The major parts of Horyu Temple's collections were obtained from 752 to 756, which included the 
rich materials of the Oriental silk fabrics during the 7th to the first half of the 8th centuries. As 
for Dunhuang's fabrics, the date of their manufacture, as has been mentioned previously, was 
ascertained to be 6th to 10th centuries. 


In content, there exist a few differences among the three parts of collections. Of those of Aastana 


many were of the Six Dynasties (4th — 7th centuries) and they were all western-manufactured. 
Some of the collections in Horyu Temple were the works of Japanese artisans who modeled after 


Tang Dynasty's traditional production. 


The Dunhuang's collections include large numbers of Late Tang (latter part of 8th century to the 
10th century) data concerning silk fabrics, which were not found in the two previously mentioned 
fabrics. Furthermore, we opine that these differences are inconsequential, as they resulted from 
difference in date and place. In actual fact, there exists sameness among the above-mentioned silk 
fabrics, and in their totality they complement one another to provide an objective glimpse of the 
early Oriental textile history. Vividly, they are like the three fulcrums of a tripod. 


Hence, the fabrics of Dunhuang are essentially different from the other artifacts discovered in the 
Cave of Sacred Scripts. The latter are closely related with Buddhism and Buddhist statues, while 
the fabric patterns have nothing to do with them. It is the same as what we see in the old 
monasteries of ancient Russia and some other parts of Europe, where there are also numerous 
textile fabrics, but they have nothing to do with Christianity. 


The Dunhuang silk fabrics reflect the process of basic change of China's pattern art that took 
place in and even before the Tang Dynasty. Like two batches of different works, one signifies 
infiltration of the pattern style of eastern Mediterranean region, while the other brings in the 
pattern art of Sassan Iran, especially the patterns of connected veins (7th to 8th centuries) and the 
gradual increase of the proportion of colour patterns (8th to 10th centuries). 


According to the data so far available, this kind of pattern was popular towards the end of the 
6th century, or the beginning of the 7th. Initial data came from the great cemetery of Astana. 
This was a coloured brocade, with a peacock within a circle, and in the gaps there are images of 
dragons and block Chinese characters, whose date having been determined as somewhere between 
596 and 616. Among the Dunhuang murals there were also those with Sui Dynasty (589 - 617) 
Sassan-style patterns characterized by Avalokitesvara's garment on which there are, within circles 
(Caves 427, 136), designs of riders versus lions. T. Akiyama identified that this mural dated back 
to end of the 6th century to the beginning of the 7th. 


The above materials are all recorded in written data. The earliest to record in writing with 
regard to Sassan patterns was a statesman named He Chou. "The Biography of Ile Chou" in the 
History of Sui Dynasty records that "Chou is extremely ingenious by nature and shows learned 
wisdom and boasts meditated purposes, that "Chou is well read in ancient pictures and knows 
great numbers of antiquities. Impressed on seeing a Persia-presented gilded silk robe whose 
texture was extremely beautiful, the Emperor ordered Chou to produce an imitation. When the 
robe was done, it surpassed the original so that the Emperor was greatly delighted." During the 
Reign of Daye (605 - 617), the Sui Emperor Yangdi decided on making an imperial tour of the 
city of Yangzhou, "whereby he said to Chou, 'The nation is now enjoying stability and I have 
inherited the grand cause, and yet we still lack systematic rulings for ceremonial apparels with 
their distinctive decorations. Also inadequate are the cultural products. You can make an 
extensive reading of books in this respect and select carriage and garments together with 
ornaments for guard of honor and send them to Jiangdu (Sui Dynasty's name for the city of 
Yangzhou)’ ...Chou then ordered manufacture of yellow standards good for 36,000 guards and 
carriages escorting the Emperor's carriage and the Empress's guards together with the official 
costumes of the various-ranking officials. АП these were made to schedule and sent to Jiangdu. 
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The project involved the labor of over 100,000 men..." 


Among the Dunhuang textiles we see patterns of various themes and subjects. In this article we 
shall delve more deeply into a certain pattern which holds a prominent position in the mutual 
exchange between Eastern and: Western cultures. This is the so-called Sassan Joint Pearl Pattern. 
In the early days of the Middle Ages, the most widespread and longest-standing pattern among 
the new-type decorative designs that appeared in the patterns of Oriental silk fabrics is the Sassan 
Joint Pearl Pattern - a circular pattern formed in the shape of small round pearls. Inside the 
circles there were often decorative patterns of birds and beasts (although also those of plant 
patterns taking the shape of human beings). The stringed pearl patterns may be arranged into 
straight lines or in the form of chessboards. The gaps in the circle were filled with patterns of 
beasts or plants. 


C. Jakonova has written a special article discussing how the Sassan pattern was shaped, believing 
that such a textile pattern was a repetition of decorative coins or papercuts. This might suggest 
that the Sassan stringed pearl pattern had appeared in other fabrics and other technology and 
hence had already been finalized before it became a textile pattern. 


As regards the significant materials of the Sassan Pattern that appeared in China, the ninth 
century scholar Zhang Yanyuan had made reference in his works Famous Paintings through the 
Ages. When referring to the prominent masters of the early Tang, he wrote: "A Master by name 
of Dou Shilun was adept at silk fabrics, his auspicious brocades and palatial satins were known for 
their glamour of patterns so that people in Shu (now Sichuan Province in southwest China) have 
hitherto called them Lingyang (Dou's birthplace, now a county in Anhui Province) Example. 
During the reigns of Emperors Gaozu (618 — 626) and Taizong (626 — 649) of the Tang Dynasty, 
the palaces were in no lack of silk fabrics with patterns of paired pheasants, fighting goats, flying 
phoenixes and playing unicorns. АП these originated from Master Dou and have been handed 
down since." 


From the above it can be seen that the history of prevalence of Sassan patterns in China has been 
short - a matter of only two or three hundred years. Ви it is a proven fact that the widespread 
use of the patterns in the Orient has been long in history: the centres (Sassan Їгап, Jedart, Western 
Region Oasis) of manufacture were comparatively near to one another so that their associations 
were close. That the Sasson patterns were highly artistic have been accepted and this was 
mentioned by the eminent the seventh century Tang Monk Tripitaka. Furthermore, the then Han 
people of China believed that bringing in such exotic patterns was in line with traditional concept 
and that it was also the continuation of the ancient traditions. There have also been similar 
phenomena in China's cultural history. 


The book of Yijing, China's ancient philosophical and astronomical works, has also this to say: 
"There are phenomena in heaven, deciding auspiciousness and ominousness, and the sage divines 
them." Such a well-known saying, often quoted in Middles Ages China, contains a very 
significant feature of the world outlook of ancient and Middle Ages Chinese. From this it can be 
considered that there existis an abstruse association between heaven and earth and between heaven 
and humans. А slight divergence and there is reaction from heaven. Such a connection not only 
involves monarchs, but also concerns the various strata of the society, reaching its smallest unit— 


family. Even the merits and demerits of the local officials would incur the reactions of the local 
heaven. Writes Nynd. Her: "Such a reaction against nature by spirit has some similarity with the 
history of Western ideology", but "the Chinese have pushed this theory to a higher level, and 
imbued it with a wide space never existent before. It is, in fact, a mechanical reaction and 
stylization of logical reasoning." 


Such a concept has great impact on the development of Chinese art. Especially in its early phases 
and various fields, there existed, to different degrees, the reflection of this ideology. It can be said 
that the most conspicuous reflections were on the patterns of silk fabrics and brass mirrors. This 
is because that, by traditional conception, the brass mirror reflects a world in its miniature, the 
paintings on them symbolizing the auspiciousness of the world and the best of everything. 
Likewise, traditional apparel is also a symbol (model) of the world. 


The choosing and deciding on a mascot has been fixed and limited. The choice of material can 
be seen on the stone reliefs in Wu Liang Ci (Memorial Temple, 2nd century), among which are 
imaginary and real animals: unicorns, dragons, phoenixes, white deer, white tigers, bears, and 
white fish. As for plants, there are fungus-glossy ganoderma and trees whose branches interlock 
or join together. And there are also the round flat jades, jade vessels, triangular banners, etc., all 
symbolizing imperial identity. 


During the 3rd to 6th centurics — considered a complicated stage in the cultural history of the 
Northern and Southern Dynasties - talks about mascots had been most prevalent, and descriptions 
of the omens of auspiciousness was the most important chapters of the Song History. Sun Rouzhi 
(502 - 550) of the Liang Dynasty was the author of the book Auspicious Pictures, which is the 
earliest book on such a theme as far as is known. "Ruizhaonian" (Auspicious Age) became part 
and parcel of Taoism — a religion basically shaped at the time. 


The 3rd and 4th centuries saw much turbulence in China, and yet it was a time when cultural 
interflows flourished. After the "crisis of Han society" (as Barajetz put it), the Chinese people 
devoured hungrily the new ideas and new ways brought in via the Silk Road or through sea 
transport. With the introduction into China of Buddhism, other infiltration into the Orient 
included various hues of influence from the west — Iran, Central Asia, eastern Mediterranean 
region and Byzantine — and which the Far Eastern people accepted. Excavations of recent years 
reveal those new patterns and decorative designs had already been widely popular and remained 
existent. Some of these failed to remain on Chinese soil for long, but there were also those which 
existed there for several centuries, and had become even more widespread. 


According to Andrews and Stein, the commonly acknowledged Sassan loose patterns were in 
conflict with the continued decorative patterns of the Han nationality, but such an argument is in 
fact unfair, as what they referred to were the principal style — the Cloud Pattern. But as early 
as the beginning of the Christian era, there had already been widespread passing on of the loose 
patterns, e.g. the Noyinura's MP-1237 and Loulan's (ЅСШ.04). In the first centuries, circles also 
appeared in the patterns of Chinese fabrics, e.g. coin-shaped articles for warding off evils — round 
flat jade, brass mirrors, etc. In the Parmirs was found coin patterns on silk fabrics of the Eastern 
Han Dynasty, and the brass mirror-shaped patterns on silk fabrics of the 3rd century also came 
from the Pamirs. Up to the Tang Dynasty circular patterns and Sassan patterns had both been 


done, e.g. the printed silk fabrics found in Dunhuang did carry such circular patterns, the time of 
the originals being 8-9th centuries. As for silk fabrics that bore the designs of a round and flat 
piece of jade with a hole in it, this can be proven in the poems of Emperor Jian Wen Di ( 371 - 
372) of the Eestern Jin Dynasty and those of Emperor Wei Wen Di ( 220 - 226 ) of the Kingdom 
of Wei. 


All these patterns fall into the category of "ruyi" - an S-shaped ornamental object made of jade 
as a symbol of good luck — which associated broadly with various good wishes. For instance, as 
coins reminded one of wealth, pictures of coins were seen in sculptures of the Han Dynasty. And 
then brass mirrors and flat-round jades symbolized the wisdom and benevolence of emperors and 
kings, while round mirrors signified harmony among everything on earth. From this, it can be 
logically surmised that the new-style patterns introduced into China via the Silk Road during the 
later years of the Six Dynasties can be favorably compared, in the суез of the Chinese people, 
wilh auspicious articles such as the brass mirrors, flat-round jades and "ruyi". 


Therefore, it can be said that Chinese art — first of all the art of patterns - from the 6th to 8th 
centuries underwent a complicated process of assimilating and reforming many kinds of foreign 
influence. With the bringing in of Buddhism and through its development, a great number of 
images of Buddha and symbolizing objects were introduced into this country from India. On the 
other hand, under the influence of Iranian culture, the so-called Sassan pattern merged with the 
traditional primitive philosophical concepts — principally Taoist — of the Chinese nation. This 
process reached it climax during the rule of Zhou Empress Ze Tian (690 - 705), when the Sassan 
patterns became the symbol of the ranks of the empire's officials. The book Tang Hui Yao, which 
chronicled the reforms of various systems of the Tang Dynasty, cited that the patterns most 
frequently used in the year 694 were paired deer, eagles, unicorns, tigers, vultures, oxen, lions, etc. 


As far as the fixed designs and subject matters of the Sassan patterns are concerned, their themes 
and images underwent complicated changes of shapes during the three centuries and more since 
their entry into Chinese culture. Some themes which were widely popular in Sassan Iran and 
Sogdian failed nevertheless to perpetuate. To describe it more vividly, acceptance and rejection 
both prevailed in the course of the transplants. What were deleted were a head of the wild boar 
and an unnamed animal, while other images and compositions of pictures were successfully 
transplanted into the Chinese cultural soil, gained their new imagery significance and got рори- 
larized far and wide. Among these, there were specifically the lions, peacocks, pictures of hunting, 
and the Tree of Life. With their rebirth they took on new imagery importance, while the old 
meanings were forgotten or disappeared - in the case of lions, for instance. Beasts occupied a 
prominent position among the patterns of textiles and brass mirrors (especially mirrors with sea 
beasts and grape grains). But now it had lost its significance as a symbol of the sun and was close 
on the lion-saint symbolizing might, and together with the tiger, became a symbol of the West. 
But its majesticity was still being worshipped. During the Tang Dynasty, it was imbued with the 
quality of being able to drive away monsters and quelling devils. 


In many cases, criss-crossing also existed. Not only in China but also in the Western world and 


Iran there existed overlapping of non-mutually-related images, such as the deer, goats, and birds 
with ribbons, which were widely passed down. 


Similarly, the image of the deer had been widely passed down among the tribes in Iran since the 
time of the Saike, while worship of the deer also had a long history in China. In ancient Taoism 
the deer played a very important role and, much related with many an immortal, was considered 
capable of rendering longevity to humans. 


The same was spoken of the goat. The pictures of the goat were often used as souvenirs in Iran, 
while in China, the goat (СЕ, pronounced yang) like the golden crow , was to represent the sun 
(№, also pronounced yang, hence homophonic with goat) and was capable of warding off evils and 
therefore promising happiness and prosperity to the household, etc. Tang Dynasty Chinese 
considered the stately head ornaments the same as the auspicious silk ribbon attached to an official 
seal. This had played an important role in the patterns of the Tang Dynasty, as it signified 
longevily. 


Aside from the above-mentioned pictures, the Sassan stringed-pearl patterns often borrowed the 
traditional images familiar to the Middle Age Chinese people - dragons, phoenixes, unicorns and 
ligers, to name only a few. The themes and stylistic features of the Sassan stringed-pearl patterns 
were many in number, but the most fundamental were still the phoenix and the deer, which 
accounted for roughly 1/4 of total Sassan patterns so far known to us. Some of the contents of 
the themes were easy to deduce, but still quite a few are pending explorations. For instance, 
Japanese scholars deduced a stringed- pearl picture of rhinoceros and the moon at IIoryu Temple 
only recently. 


As has been described above, the production of Sasson silk products found their heyday in the 7th 
and 8th centuries, and thenceforth the centre of gravity moved towards patterns of, chiefly, those 
of flowers. Bo. Gyllensvard has written an article describing this trend reflected in the gold and 
silver ornaments in the Tang Dynasty, and made comparisons and research into the materials 
found in Astana, Horyu Temple, and Dunhuang. Also, direct visual materials are available in the 
gradual decrease of Sassan patterns in textile designs. Among those in Chinese textiles, Sassan 
patterns accounted for not less than 1/4 of the total, those at Horyu Temple accounted for about 
15%, and in Dunhuang this patterns of this type number not more than 10%. So far as we know, 
the ascertained latest date of silk fabrics with Sassan patterns was year 943 (Stein's collection 
CH0026). Thus, the early materials of Astana may serve to explain the finalization and early 
situation of this pattern. The late days of Astana artifacts and the collections at Horyu Temple 
manifest the prime days of Sassan string-jade pattern in the Tang Dynasty, while the collections 
in Dunhuang testify to its gradual disappearance. 


Translated from the Russian text by Ji Yikun 


Translated from the Chinese text by Huang Songlin 
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List of Colour Plates of Art Relics 


КВ Maha-kasyapa ss ЛЭ вера Дх9 

flå Monk ---е-е-ееееееесеезесесесезезееее еее еее ееесеееееееееееееееееееееееееееб еее еее» 北周 ”泥塑 彩 给 Hx 10 

ЗЕЕ Bodhisattva ee 北周 ”泥塑 彩 给 Дх7 

E E Bodhisattva ee E ”泥塑 彩 给 Дх8 

ES Ananda еесееееееесеее6еее к.  ..... K ”泥塑 彩 给 Ix6 

大 加 此 Maha-kasyapa ee 4 ОН Дха 

SEDE Bodhisallva ee k ”泥塑 彩 给 Дх5 

tī БЕТ EUR DB Head of the hard practicing Bodhisattva «m dtūt JAP Дх 323 

tī ЕТЕР НЩ Head of the hard practicing Bodhisattva mme dt БН Дх 324 

HEAR Mead of Bodhisallva ss 北魏 jum Дх 355 (Ty745) 

ADB Head of а monk esse KSLA ЙӘН Дх12 

Е ДЕНА Head of Bodhisattva «emm mmm 北周 ”泥塑 彩 给 Дх354 

ЕВН Head of Bodhisattva ee кум жив Ix 14 

ЭЕ НН Head of Bodhisattva «meme ee ЮЫН ЖЖ Дх15 

КЕ ВИИИ Head of Ше attendant Bodhisattva +... Te ”泥塑 彩绘 x 13 

ЇЕЖ ШИН Псай of the attendant monk emm mmm mH Hit 泥塑 Дх11 

ЗО НИ Head of Bodhisallva «mem eem ДЕ Дх 353 (Ty743) 

PEGE BARS Head of Bodhisallva «meme ЕН Лх 352 (Ту725,В2427) 

ЖЫП Head of Bodhisattva «mmm Ж ЫГ i Дх 351 (B.2428) 

KE Warrior ee АЛЕ Дх 38 (Р.В.2513) 

АН Head of Vajra-pani ee 泥塑 彩 给 Дх 356 (Ty747) 

МЕД Beast as guard Of laws «eene JE ”泥塑 彩 给 Lx 2 

ЖЕЕ ВК Beast as guard of laws «mene № Empe Дх1 

5 ДН Maitreya уу 北魏 ЛЕ йа Дх200 

54 АА Maitreya esse КЕ ЕЙ Дх 199 

Вж Nimbus of Buddha ses ЦЭН БШ Дх3 

佛 (gi) Buddha (tcha-tcha) +. ёр ЯН Ш  Дх31, 29, 30 

佛 (BB) Buddha (tcha-tcha) ss hE ВИНЕ Дх28, 32. 33, 34, 35 

ВА РЕ Head-shaped beads «emm 中 由 ”泥塑 彩绘 19, 20, 21, 22, 
24, 25, 26, 27 

Ik СИНЕЙ Vadya and canopy «eem 北魏 ЖЕЖ /x 189 

TAB Thousand Buddhas «mme JR EE Hx 361 

ЖК 48 Vadya in Deva-pura «eee eene 北魏 HE Jx 186, 187 


33 ER, Fb. ЖА Vadya, thousand Buddhas and donors ee: ДЕ red 


34 № PE ERK Illustration to the Syamaka Sutra ee E НЕЕ 
35 MER Vadya eee menm ыны ыыы ыыы ..о {о Et 
36 0158-12-38 4 Head of a Buddhist disciple «eee ЖОН МЕ 
37 Bal sa BEEF T.%£ Illustration to the Western Paradise of Amitabha «ees ЖИЕ ME 
38 JJ Ornamental animal design «Hem WEE 
39 植物 图 案 Ornamental plant design M Hm WEE 
40 武 上 胸像 Bust of a warrior ++... яр 
41 {ẸJẸ Ornamental flower designer... 221 
42 植物 立案 Ornamental plant design: жене 
43 НЕЕ À Donors e e II ns kit MEE 
44 НЕ Л Donors ен didt ER 
45 ЖЕЛ FERRE Illustration to the Maitreya Sutra mH жк BA 
46 ЛЕ ER NÉ Illustration to the Amitayur-Dhyana-Sütra em ЗӨН НА 
47 8 89) ЕЕ 8 Illustration to the Maitreya Sutra 9 ER HAT 
48 Ива BERS Illustration to thc Amitayur-Dhyana-Sütra m ал НАЯ 
49 4¥ AE LE PR Illustration to the Sadhya Buddha ++... Hit HEEE 
50 МЕН Ира Л Vilain in the Illustration to the Amitāyur-Dhyāna-Sūira 
мг юм. жш 

51 "ЖЕ Heating up water scene mmm HER АЕ 
52 Ж E Buddha and clouds eem mmm Kit жаа 
53 FF FIR FP X ZRH FI} BF BE Thousand-armed, Thousand-eyed, Thousand-alms-bowled Manjusrı 
мэтэ по ARG 

54 ЇЇ МЕ Avalokitesvara <еееезееееееееееееееееееевеееее ее езе ик HEKER 
53 ЗЕ) Bhaisajyaguru eem mme enm БЕ AKER 
56 PEPE Bodhisattva ee HE БЖ 8 
57 ЗЕЕ Bodhisattvas eem m e нын ыыы ЫЗ 中 让 “组 本 彩绘 
58 ЇГЇЙ Еи 1F PF Be (РЧ } сің!) Amitabha and attendant Bodhisattvas (three sages of the 
Western Paradise) “ееееее-ееееееее-Һҡееее 599 еее ШОН BATE 

50 НЕЕ К Attendant Пеуакапуғвеееееееезеееееееееееезееееееез RE AKER 
60 FE Warrior ee Midi BEE 
61 HERTZ Attendant Devakany8 se Henne Hit BARS 
62 в“ |: Warrior ee 绢 本 彩 给 
63 武士 Warrior ee 绢 本 彩 给 
64 降魔 变 风 吹 魔 女 Witches in the story of Mara-tarjana eee BAGH 
65 BR] BE LO Illustration to the Western Paradise of Amitabha «ems A BAR 
66 ЕТІНЕН MW PETENS Lotus throne M Made HEEE 
67 FF TUBE Tr ЖЭ RE Lotus throne een MH НА 
68 FF FIR Thousand-eyed Avalokites vara mmm HA B BA 
69 {EZE fi FF Upapaduka Kumara «emm 9. ее е-е DAT 
70 {ZE f Upapaduka Kumara ee mmm Hit нж е 
71 BEBE Bodhisattva <-<-е-е-е-еесесееееееее йт serber sr krk Are nr ena hik HAE 
72 PEBE Bodhisattva «mmm ss DR HEEE 
73 ТЭ Bodhisattva emen rases 五 代 BAER 
74 ЗЕЕ Bodhisattva иене hit Жж 
75 SEWE Bodhisattva нии ине те Жж 
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Дх 193 
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Дх 192 
Дх 363 
Дх 364 
Дх 190 
Дх 359 
Дх 58 

Дх 195 
Дх 194 


Дх 224, 


Дх 222 
Дх 273 
Дх 316 
Дх 271 


Дх 264 
Дх 262 
Дх 272 


Дх 205 
Дх 232 


Дх 256, 


Дх 260 
Дх 261 


Дх 263 
Дх 357 
Дх 163 
Дх 165 


Дх 133, 


Дх 317 
Дх 321 
Дх 130 
Дх 168 
Дх 266 


Дх 283, 


Дх 140 
Дх 345 
Дх 220 
Дх 221 
Дх 216 
Дх 228 
Дх 154 


198 

191 

15, 223 

258, 257, 259 


(Дх 1504218) 
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305, 303, 284, 282 
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th + Buddhist disciple Hee өл HEFA 
JAM Maitreya «ee MH hik BRA 
EPE Bodhisattva <<еееееееееееееееееееееееее- -.  ӚӚ |. hik ЖЕ 
Hy SW BIL Е Dhrtarästra sers 晚 唐 ( 九 世纪 )” 绢 本 彩 给 
ЗЕЕ Bodhisattva ee HE HEE 
ЗЕЕ Bodhisallva sees me en n nnne enn enn eene еее ке» Hit SEG 
BE WE Bodhisattva «eee eH Hm m nnne enne MIE AES 
ЗЕЕ Bodhisattva <еезезебебесеееееееегееееееееееееееееееееееееееееееееесеенеее еке гене, Hr BAe 
ЖА Donors eee ини КЕ Seg 
HE Л Donors ><555--е-ееееееее-ееез-еееееееееееезееееееез-е-- Ех BAER 
велжжеи Nimbus with the flame design He DATE 
{LEE ķi Streamer with Upapaduka Kumara sr 组 本 彩 给 
ЕЕ Bodhisattva see HAE АЖ 
TED Bodhisallva seems hit ШИНЖ JE SE Hil 
ТЭТГЭЖ [ЕЁ Streamer with AvalokiteS vara +... 红 地 绢 本 线 描 
[EE Curtain for consecration + Kk FREER 
ШЕЛ Curtain for consecration ee JE ATA 
ЕЕ Curtain for consecration «e A Кы кыы Ө. BE “麻布 彩绘 
ДЕК Curtain for consecration mmm Is HA “麻布 彩绘 
一 佛 SEB A buddha and two Bodhisattvas «m 五 代 - 宋 ”上 嘛 布 彩 给 
— HS E А buddha and six Bodhisattvas ee @ НЄ 3246 
WA Pa BEBE AvalokileS vara seem enne 五 代 “麻布 彩绘 
HEN PF PEE Avalokites vara emm 五 代 (956 年 ) 麻布 彩 给 
TEN PF SE Е Avalokitesvara emm meme 宋代 ”麻布 彩 给 
—{} 1ТЕ A Buddha and two Bodhisattvas +... HE RES 
HU LE 2 BE Avalokitesvara «e Hmmm ЕЕ BR @ 
HH PE PEBE AvalokiteS vara <е<еее-еезееесеееееееееееееееееееееее 晚 册 ”麻布 彩 给 
ËH У FEDE AvalokiteS vara ee M ПЕ 
HHP ЕР Avalokitesvara eem Hem Hem "UE ”麻布 彩 给 
ШЕ НН FT ЕЕ Avalokitešvara holding osier mmm E йе е 
ШЕШ E p Avalokitesvara holding osier «HH 晚 唐 “麻布 彩绘 
ШЕН 17 ЕЕ Avalokitesvara holding osier ee He RATÉ 
НН ре E Bê Avalokitesvara «emm nnne HAR же 
ША T PE PE Avalokitesvara holding osier «e Made Г 
ШЕ Avalokitesvara eme RG жн 
ЕСЖ Samantabhadra «eem eee KE ”麻布 彩 给 
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Colour Plates of Art Relics 


1. AE 
北魏 (11200 4(2:442 ЕСІ. 
Eee molen Д х9 


Maha-kasyapa 
Northern Wei dynasty Cave P.120b (D.442) Niche CT. 
Painted clay sculpture H.91cm U x9 


2. 1 
ДЕА] 14135212853) 
ieklāta 高 60cm H x 10 


Monk 
Northern Zhou dynasty Cave P.135 (D.128) 
Painted clay sculpture H.60cm x10 
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Bodhusallv a 
Northern Zhou dynasty Cave P.135 (D.128) 
Painted clay sculpture П.71ст 1x7 


4. PERE 
ES 11 Озат (25253111) 
АНЯ 65cm 1x8 


Bodhisattva 
Sui dynasty Cave Р.105а (D. 253) 
Painted clay sculpture Н.б5сш H x8 
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vlonk 
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side view 


Bodhisattva 


“ШИН 


Bodhisattva 


front view 


5. ЇЇ 


À {AAS ES СТЯ) 


По АЯ 高 69cm Дхб 

Ananda 

Song dynasty Cave P.48(D 111) 

Painted clay sculpture  H.69cm IL x6 


б. Ani 
Ж (ААВ СЗТ) 
IE XAR 高 69cm H x4 


Maha-kasyapa 
Song dynasty Cave Р.48 (D 111) 


Painted clay sculpture H.69cm Д x4 
7. HW 

A 48 CAT TE) 

(25113248) 65cm Д х5 


Bodhusatts a 
Song dynasty Cave P.48 (D.111) 
Painted clay sculpture H.65cm Д х5 


6.1 KE 


апаа 
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正面 Bodhisattva front view 


8. ЕЕ 
ДЕ 
ЕН jg21.5cm Дх 323 


Head of the hard practicing Bodhisattva 
Northern Liang dynasty 
Painted clay sculpture H.21.5cm Д x 323 


9. TA AE Ч PE PA KR 
北魏 ( 123ая (543758) 
RE 123.551 Дх 324 


Пеаа of the hard practicme Bodhisattva 
Northern Wei dynasty Cave P.123a (D.437) 
Painted clay sculpture H.23.5cm Д x 324 


10. ЕН 
北魏 111248 (81435568) 
Е 523.5cm Д х 355 (Ту745) 


=> 


Пеаа of Bodhisattva 
Northern Wei dynasty Cave P.124 (D.435) 
Clay sculpture H.23.5cm Д x 355 (Ty745) 


11. f 
隋 以 前 
EHER 高 9cm x12 


Head of а monk 
before the Sui dynasty 
Painted clay sculpture H 9cm JI x 12 


8. 16 E EÊ Head of the hard practicing Bodhisattva 


attva front view 


“lif Head of Bodhisattva side view 


11.2 (Ш НУ Head of a monk side 


12. УНИ 17. PES 
ДОМ 7112973092961) EEE molem Д x 353054 T y 743) 
БН 高 15.6cm M x 354 
Mead of Bodhisattva 
Псаа of Bodhisattva Painted clay sculpture H.19cm Ц x 353 (original No. Ty743) 
Northern Zhou dynasty Cave Р 129(0.296) 
Painted clay sculpture H.15.6cm II, x 354 


18. ЕВЕ НИИ 


de tā Ê 12cm Д x 352( 4  Гу725, B.2427) 
13. HEREDA DB 

B VARU Head of Bodhisattva 

de X648 470m H x 14 Painted clay sculpture H.l2cm Д х 352 (original No. Ty725, 
В.2427) 

Head of Bodhisattva 

bef the Sui d t маны 

efore the Sui dynasty 19. ЕС И 

Painted clay sculpture H.47cm JI x 14 ман 
BB DL HU 


E вест | H x 351(B.2428) 


Бе Head of Bodhisattva 
ie A ee 37cm Д x 15 before Ше Sui dynasty 
Clay sculpture H.14cm J x 351 (B.2428) 
Псаа of Bodhisattva 
High Tang dynasty 20) ЖЕ 
Painted clay sculpture H.37cm JH x15 uu 2 2 _ 
ЖЕНЯ 绝 高 18cm ОА уст Д x 38(P.B.2513) 
15. Е 部 Warrior 
HE -HEE Painted clay sculpture 
x = i ad i 2 .В 2513 
Ои Ж 高 16cm Д x 13 H.18cm the height of the head is Scm Д x 38(P ) 
Head of the attendant Bodhisattva 21. 金刚 头 部 
Mid-Tang dynasty Cave Uighur- Tibetan _ mu _ 
(BE Hê 高 13cm Д x 356(Ty747) 
Painted clay sculpture Н.16сш H x13 
Head of Vajra-pänı 
16. ШЕЕ fio un ab Painted clay sculpture Н.13сш Д x 356(Ty 747) 


A HSE (ТОЗ) 
EM Slom Axli 


Head ol the allendant monk 
Five Dynasties Cave P.54 (D.103) 


Clay sculpture 11.10cm Дхи 


ІН Head of Bodhisattva side view 


front view 
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14.3 敬 了 苦头 部 侧面 Ilead of Bodhisattva side view 


ЯВЦ Head of the attendant Bodhisattva front view 


МИН Attendant Bodhisallva head side view 


16.1 18 


КІШ Head of the allendant monk fronl view 


ЇНЭН EIT Allendant monk head side view 


16.2 供养 


17. Уен Head of Bodhisattva 18. 25089945 Head of Bodhisattva 


AMANTE] Head of Bodhisattva side view 


2 


19.1 SEHE TET Head of Bodhisattva front view 19.2 ЗЕЕ 


20.1 武士 侧面 Warrior side view 20.2 武士 正面 Warrior front view 


2| 80 


10555 Head of Vaira—pani 


22. ИНД 
(ЛИННЕЯ) ї139ан 2321 8) 
LEE 高 90cm I x? 


Beast as guard ol laws 
Tang dynasly (early 8th century A. D.) Cave P.139a (D.321) 
Painted clay sculpture H.90cm JH x2 


23. НЕ 
TBO TH Ze АН) (1139ат (32111) 
АЯ 90cm Дх! 


Beast as guard of laws 
Tang dynasty (early 8th century A. D.) Cave P.139a (D.321) 
Painted clay sculpture H.90cm xl 


guard of laws front view 


Beast d of laws 


Beast as guard of laws side view 


22.3 НИЕ Beast as guard of laws side view 


24. ИЖ 
北魏 〈 五 此 纪 ) 11182 (9:248-25028) 
EYES 高 21cm Ēl6cm Дх200 


Mailreya 
Northern Wei dynasty (Sth century A. D.) Cave P 118(D.248-250) 
Painted clay sculpture Н.21сш W.16cm II x 200 

25. ЖӘЕ 


B RECN E НА) 
REKA 高 33cm Hl3cm JL x 199 


Maitreya 
Sui to Tang dynasty (6th-7th century A. D.) 
Painted clay sculpture H.33cm W.l3cm Д х 199 


26. HAT 
(АНА ЖНА) Цэн 
EHE 高 130cm #120cm I x 3 


Nimbus of Buddha 
Mid-Tang dynasty (the end of the 8th century A.D. to the beginning of the 9th century A.D ) Cave Tibetan 
Painted clay sculpture H.130cm W.120cm 1x3 


24. НИ Матлеуа 


27. в Че) 
RÉ IR 
(e EB ERE] JH x31, 29, 30 


Buddha (tcha tcha) 
about the Mid-Tang dynasty Cave Tibetan 
Molded clay sculpture Д x 31, 29, 30 


28. % (BERR) 
约 中 唐 RE 
de P AED H x28, 32, 33, 34, 35 


Buddha (tcha tcha) 
about the Mid- Tang dynasty Cave Tibetan 
Molded clay sculpture Д x28, 32, 33, 34, 35 


29. 头像 串珠 
E НЯ 
ES JI x 19, 20, 21, 22, 24, 25, 26, 27 


Head-shaped beads 
Mid-Tang dynasty Cave Tibetan 
Painted clay sculpture Дх19, 20, 21, 22, 24, 25, 26, 27 


27.1 Bh (Ex tcha) 


Buddha (спа tcha) 


27.2-28.2 4h (428%) 细部 和 文字 Buddha (cha tcha) Tibetan characters and details 


Te TY ea en 


30. 伎 乐天 和 帐 幅 
ЇЕ  (111170х58Х(5426388) 
шин 60cm 260 Дх189 


Vadya and canopy 
Northern Wei dynasty? Cave P.117bis(D.263) 
Fresco H.60cm W.26cm Д x 189 


31. T 


ЕЕ Em ап J x 361 


Thousand Buddhas 
Northern Wei dynasty 
Fresco H.42cm W.32cm Д x 361 


32. Хъ e 
JE 1Н117 (2631) 
HR 高 57cm fi92cm Д x 186, 187 


Vadya in Deva-pura 
Northern Wei dynasty Cave Р.117(0.263) 
Fresco H.57cm W.92cm TL х 186, 187 
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Рун 
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31. 


32. ке Vādya in Deva-pura 


33. КА, ТЯ. ШЕЛ 39. 植物 图 案 


4894 1117 лы (58426318) BY Elan 12cm Д х 364 
RT fy 197ст 69.5cm Д x 196 
Ornamental plant desien 
Vadya, thousand Buddhas and donors Fresco П.Пст W.12cm Д x 364 
Northern Wei dynasty Cave P.117bis (D.263) 
Fresco Н.197сш W.69.5cm JI x 196 _ 
40. 武士 胸像 
А M fe 启 10,5cem 2 5.51 Дох 190 
34. RT PEA 

[+ 1Ї1124с5 Bust of a warrior 
NOE а сто d£l4dem Д х 197, 198 Fresco H.10.5cm W.5.5cm H x 190 


Illustration to the Syamaka Sutra 
Sui dynasty Cave P 124c 
Fresco Н.17сш W.144em  Дх1097, 198 ACE 


mj9.5cm #ї]5сш JI x 359 


4l. ШӘТ 
z 


35 f m X Ornamental flower design 
"DEAR Fresco | H.9.5cm W.lScm Дх 359 
B 11112403 
Ar е, 18сш 40cm I x 193 


42. Ж ж 


BEE Есіп 2 15сш Дх 358 


Vadva 
Sui dynasty Cave P.124a 


Ornamental pl 1 
<- Fresco Н.18сш W.40cm Л x 193 namen plant deigr 


Fresco H.7cm W.15cm Д x 358 


36. ВВ FHA Bb 43. pete A 


ЖЕН (11 20y ta (24445 BI 


" (4: A) ВИ това (263 
"EE 高 60cm 'fīd4em Дух 188, 191 EU к | дэхЬ mK то s 
ates nay /2.0CM $425cm x 192 
Head of a Buddhist disciple р 
onors 


High Tang dynasty Cave P.120y(D.445)BI 


Fresco H.60cm W 44cm Д x 188. 191 Five Dynasties (10th century A. D.) Cave P.117bis (D.263) 


Fresco H.72.5cm W.25cm Дх]95 


37. Pier 
44. 供 
WB (ОВА КЕЛ 


ALCOA!) (1175 (2263 8) 


a dm Д x 192a.b. ae een mene 

Bre 62.5cm 26.5cm Д x 194 
Illustration to the Western Paradise of Amıtabha 

Donors 


Early Tang dynasty Cave Р.108а 


Fresco Д x 192a.b. Five Dynasties (10th century A. D.) Cave P.117bis (0.263) 


Fresco H.62.5cm W.26.5cm JI x 194 


BE 高 Scm 时 6cm FH x 363 


Ornamental anunal design 
Fresco H.5cm W.6cm Д х 363 
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33.4 RER, TH 


^ |] 


Vädya and lhousand 


Illustration Lo Ше 


Syamaka Sätra full view 


34.1 ЕТЕ ЛИ Шозбганоп to the Syamaka Sutra left 


Vady 


the flower in th 


тп Paradise of Amita 


Western Paradise of Amitabha left 


37.3 |а Р! ВА Illustration to the Western Paradise of Amitzbha full view 


7 Ornamental animal design 39. ¡YI : Ornam 


40. 1 


[Hal Bust of a warrior 42. 植物 图 案 Ornamental plant design 


Donors 


44. ЕА À Donors 


45. ЖШ EEK 
BERN EA) 
组 本 彩 给 Д x224, 15, 223 


Illustration to the Maitreya Sütra 
High Tang dynasty (8th century A. D.) 
Silk painting Д x 224, 15, 223 


Illustration to Ше Maitreya Sütra 


À 


ЖЕ 


45.1 


45.3 SE Ploughing scene 


= 


45.4 EEE Attendant Bodhisattva 


45.5 Bê bé Attendant Bodhisattva 


hisattva 


зе Lokapäla and Attendant Bodhisattva 


ЗЕЕ Attendant Bodhisattva 


45.10 А Warrior 


TT 


45.11 žē] Brāhmana 


Attendant Bodhisattvas 


46. ЖН ine RAT SE 


ШЕН 
ARASH 高 189cm 宽 35.5cm Ж 13ст Д х 222 


Illustration to the Amuläyur-Dhyäna-Sütra 


High Tang dynasty 
Silk painting 11.189cm W.35.5cm the width of the margin is 13cm H x 222 


47. WES EERE 


五 代 
绢 本 彩 给 高 14.2cm #17.5сш Д x 273 


Illustration to the Maitreya Sutra 


Five Dynastics 
Silk painting H.14.2cm W.17.5cm Д x 273 


Kumara full view 


[Bi 


471 EE 


48. ИЕН 


绢 本 彩 给 高 139cm 88cm Дх316 


Illustration to Фе Amitäyur-Dhyäna-Sütra 
Late Tang dynasty 
Silk painting H.139cm W.88cm J x 316 


c 
EF 
із 
t 


Amita 
Wild geese vlaving in the pond central bottom 


Sixteen ki 


Story of Ajätasatru right 


attendant В 


村 了 fA 7j Standing Buddha and allendarıl Bodhisallvas right 


E Donors 


bottom 


Standing Buddha right bottom 


49. ESE ALO 
Ar 
НАЛ Sion 31.561 Дх271 


Illustration to the Sadhya Buddhas 
Five Dynasties 
Silk painting Н.51сш W.31.5cm Дх271 


50. же BRR BE TBA 
БЕ 
绢 本 彩 给 高 20cm &9.5cm I x 264 


Villain in the Illustration to Ше Amtayur-Dhyana-Sutra 
High Tang dynasty 
Silk painting H.20cm W.9.5cm IL x 264 


51. ВУК 
Mgr 
绢 本 彩 给 。 ”高 16cem Hlm Д x 262 


Heating up water scene 
Late Tang dynasty 
Silk painting H.lócm W.19cm x 262 


52. 佛像 云气 
FAR 
HEEE 高 12.5cm &l6cem Д x 272 


Buddha and clouds 
Five Dynasties 
Silk painting H.12.5cm W.l6cm Дх272 
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Illustration to the Sadhya Buddhas 


ан ГР 2УлЛ Villain in the Illustration to the Amitāyur-Dhyāna-Sūtra 


53. FF TIR TPF SCR FI Ê BE 


#1 FER 517lcm Fil43cm JI x 205 


Thousand-armed, Thousand-eyed, Thousard-aims-bowled Mañjusrl 
Silk painting H.l7lcm W.l43cm JI x 205 


led Mafijusri full view 


left top 
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3.4 左 中 部 
H5 left cen 
centre 


ight centre 


中 下 部 left central | 37 уж в afijušrī chief figure centre 


ЦО 


Маса bottom 


53.10 PH bottom 


54. ВИ РЕВ 


БЛОГ МЕН) 
绢 本 彩 给 高 31cm 实 3lcm  Дх232 
Avalokitesvara 


Five Dynasties (the late period of the 10th century A. D.) 
Silk painting H.3lem W.3lcm H x 232 


55. БЕН ЇЇ 
组 本 彩 给 Д х256, 257, 258, 259 
Bhaisajyaguru 


High Tang dynasty 
Silk painting H x 256, 257, 258, 259 


56. ЕЖ 
中 唐 ( 八 世纪 不 几 直 纪 前 半期 ) 
BA TE 高 23cm 14.5cm T x 260 
Bodiusattva 
Mid-Tang dynasty (the end of the 8th century А. D. to the early period of the 9th century A. D.) 
Silk painting 11.23cm W.14.5cm Д x 260 
57. ж 
Ну 
BAR 高 15.5cm #12.5cm Д х261 
Bodhisattvas 
Mid-Tang dynasty 
Silk painting Н.15.5ст W.12.5cm JI x 261 


58. bal БЕ ЛП ЕЕ (pu =) 
ЭН 
Кард além HE 19.5cm Д x 263 


Amutabha and attendant Dodhisattvas (three sages of the Western Paradise) 
Late Tang dynasty 


Silk painting H.l6cm W.19.5cm Д x 263 
59. ЖЕЛЕ 
HAR 高 14cm 实 19.5cm Д x 357(Д x 150, 218) 


Attendant Devakanyes 
High Tang dynasty 
Silk painting Н.14сш W.19.5cm Д х357(Д x 150, 218) 


alokitesvara 


Attendant Bodhisattvas of Bhais 


ЯЇ ГМ  (047)-055) Amitäbha and attendant Bodhisattvas (three sages of the Western Paradise) 


chunk cm 
ee тоа 


60. 


61. 


62. 


63. 


64. 


65. 


AH 


ME 
组 本 彩绘 15,13.5cm #29.5cm Д х 163 
Warrior 


Late Tang dynasty 
Silk painting 11.13.5cm W.29.5cm II x 163 


MERK 


LAR 

PAR 1317.5cm Fi24.5cm Д х 165 
Attendant Devakanya 

Five Dynasties 

Silk painting H.17.5cm W.24.5cm Jl x 165 

iB AE iS 高 26.5cm 18.7cm JH x 133, 315 
Warriors 

Silk painting H.26.5cm W.18.7cm Д x 133, 315 
组 本 和 彩绘 513.5cm 实 12cm Д х 317 
Магог 

Silk painting | H.13.5cm W.12cm H x317 
[SJ %% ДИК Bê c 

绢 本 彩绘 595m 13cm Д x 321 


Witches in the story of Mara-tarjana 
Silk painting H.9.5cm W.l3cm II x 321 


ШЕ ПЕР LE 


RIA ERR ест 22cm Д х 130 


Illustration to the Western Paradise of Amitabha 
Uncolored silk painted in Chinese ink and light colors H.3lem W.22cm 


A x 130 
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full view 


63. ME Warrior 


65. ЇЇ 0 l4% Illustration to the Western Paradise of Amitabha 


66. FF HB ELS Е ШИЕ +k FE 
晚 唐 ( 妃 世纪 前 半 ) 
AA RA 高 12.5cm #30.7em Д х 168 


Lotus Шгопе 
Late Tang dynasty (the early period of the 9th century А. D.) 
Silk painting H.12.5cm W.30.7cm Д x 168 


67. ТР РА ХЭН 2 AIRE TE E 


晚 唐 ( 九 世 纪 前 半 ) 
НА 高 18cm 宽 32cm Д х200 


Lotus throne 
Late Tang dynasty (the early period of the 9th century A. D.) 
Silk painting H.18cm W.32cm Д x 266 


66.1-67.1 TF ГАВ 


Thousand-armed, Thousand-eyed Avalokitesvara full view New Delhi. Nationa! Museum. CH.XXV 111.06. 


全 图 


印度 


REEL 


I 


к С21ХЭСУЛ 06, 


Lotus throne 


ДЕ Ēri 


Lotus throne 


68. TF TIBUS 


AR 


Д x 283, 305, 303, 284, 282 


ЭЕ 


Thousand-armed, Thousand-eyed A\alokitesvara 


Tang dynasty 


Sılk painting 


H x 283, 305, 303, 284, 282 


69. ЖЕЖ Г 


LE A Xia 58.5cm 773.5cm Д, х 140 
Upapaduka Китага 
Silk painting H.8.5cm W.35cm Дх140 


70. HEME Y 


4 


57.5cm Gem 高 6.5cm #2.4ст Д x 345 


Upapaduka Kumara 


Silk painting  H.7.5cm W бст 


Н.6.5 W.2.4 H x 345 


7]. SE BE 
中 唐 
LARS 高 36cm 16.5cm JI x 220 
Bodhisattva 
Mid-Tang dynasty 
Silk painting H.36cm W.16.5cm J x 220 
72. Pg 
По 
ARE 高 30cm 17cm TL x22] 
Bodhisalls a 
Mid-Tang dynasty 
Silk painting H.30cm W.17cm Jl x 221 


74. 


75. 


76. 


i320.6cm 2 13.3cm IL x 216 


Bodhisatta 
Five Dynasties 


Silk painting H.20.6cm W.13.3cm I x 216 


EI 


quar 

绢 本 彩 给 高 13cm #l0m  Дх228 
Bodhisatts a 

Mid- Tang dynasty 

Silk painting. II.13cm W.10cm I x 228 


HATE 高 19.5cm #20.5cm Д x 154 


Bodhisattva 
Mid-Tang dynasty 
Silk painting Н.19.5стп W.20.5cm Д x 154 


佛 弟子 
晚 唐 
KIA 


高 10.5cm #17.5cem JI x 229 


Buddhist disciple 
Late Tang dynasty 
Silk painting  H.10.5cm W.17.5cm Д x 229 


68.1 FFTIR Thousand hands and thousand eyes 
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37 Buddhist disciple 
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77. 


78. 


79. 


80. 


СЪДИ 


dam 


га 


94 FEHR 64cm 33cm x 225 


Маигеуа 
Mid-Tang dynasty 
Silk painting H.64cm W.33cm J x 225 


EE 
ПІ 1598 
2 АШ 岛 39cm 17500 Lx227 


Bodhisattva 
Mid-Tang dynasty Cave 159 
Silk painting Н.35сш W.17.5cm Д x 227 


3 EUR RAE K г 
HERR (LUTA) 
BARR 高 24cm 117.567 Дх234 


Dhrtarastra 
Late Tang dynasty (9th century A. D.) 
Silk painting H.24cm W.17.5cm JI x 234 


Tipi 


De 
2114 2248 25cm film Дх 23] 
Bodhisatt а 


Late Tang dynasty 
Silk painting H.35cm W.14cm AH x 231 


81. 


82. 


83. 


EE 

hf 

A EE 33cm #16.5cm Д x 230 
Bodhisattva 


Five Dynasties 
Silk painting H.33cm W.16.5cm JM x230 


TE 
Ws 


PARE 而 35.5cm Є 17сш Д x 226 


Воашзаил a 
Late Tang dynasty 
Silk painting H.35.5cm W.17cm  Дх226 


tī PE 
AIÈ 
¿BATEO j19.$cm 20150ш Дх 183 


Bodlusaltva 
Five Dynasties 
Silk painting H.19.5cm W.lScm I x 183 


77. WDR Maitreya 


Bodhisattva 


79. ИЕН 


ERE Dhrtarāstra 


Bodhisattva 


De 


Bodhisattva 


84. Л 


E 
іп NEA í£338.5em Ē6Wm Д x 164 
Donors 
Lale Tang dynasty 
Silk painting H.38.5cm W.60cm J x 164 
85. ЕКА 
五 代 
IRRE 高 13cm Ædécm JH x 233 
Donors 
Five Dynasties 
Silk painting H.l3cm W.46cm Д x233 
86. 佛像 项 光 火 焰 纹 
组 本 彩 给 lcm fí21cm 141x179 
Nimbus with the flame design 
Silk painting  H.13cm W.21cm Il x 179 
87. HER РИ 
组 本 彩 给 高 26.8cm 'l4cm I x 270 
Streamer with Upapaduka Kumara 
Silk painting H.26.8cm W.l4cm Дх270 
88. PE 
五 代 
Be WDA A ЕН 高 114cm 宽 26.5cm Д x 58 
Streamer with Bodhisatlia 
Five Dynasties 
Blue silk with linc drawing П.114ст W.26.5cm J x 58 
89. 25 D 
ER 
ЖЭ РЕЖ НӨ ст BBlem 20cm 31cm Дх59, 115, 39 
Bodhisattva 
Five Dynasties 
Blue silk with silver line drawing Il.4Scm W.31cm Н.20сш W.3lcm Д х59, 115, 39 
90. ЕВ 


Нэн 


THE ASEH 高 48cm Y37.5cm № 


Streamer with Avalokıtesvara 


$420.50 Д x 291 


Red silk with line drawing 11.48cm W.37.5cm the width of the streamer is 20.5cm 


Hn x291 
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МЛ Nimbus with the flame 


87. ДЕГІ, Streamer with Upapaduka Kumara 
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Streamer with AvalokiteSvara 
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90. Ї єр 


91. 


92. 


93. 


94. 


供养 帐 
ШЕЕ 
麻布 彩绘 高 76cm 13100002. Jl x 73 


Curtain for consecration 
Late Tang dynasty 
Hemp painting H.76cm W.100cm I x 73 


16 
Таң 
кале 高 96cm #127сп I x74 


Curtain lor consecration 
Lale Tang dynasty 
Hemp painting H.96cm W.127cm JH x 74 


MIR 
МОН 
RT 8 高 48cm #122cm M x 99 


Curtain for consecration 
Late Tang dynasty 
Hemp painting H.48cm W.122cm J x 99 


BE ENR 
74% 
М АЯ 高 28.5cm TE4R.5Sem Д х207 


Curtain for consecralion 
Five Dynasties 
Hemp painting H.28.5cm W.48.5cm JI x 207 
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Curtain for consecration full view 


Curtain for cons 


95. 


96. 


97. 


98. 


ши 
TIRA 
жеже и 2ст ?55.5cm Дх 75 


A Buddha and two Bodhisalivas 
Five Dynasties to Song dynasty 
Hemp painting Н.72сш W.55.5cm 12x75 


— ух PE 
HES 
WA th EÊ 5103cm 52cm I x 97 


A Buddha and six Bodhisattvas 
Late Tang dynasty 
Hemp painting H.103cm W.52cm Д x 97 


EHRE 
Ar 
MAKER &lO8emn Fiš6cm JUL x 76 


Avalokitesvara 
Fıve Dynasties 
Hemp painting Н.108ст W.56cm JI x 76 


веки 
五 代 (956 年 ) 
J fi 249 1 142ст 65.5cm H x 68 


vv alokıles\ ага 
Five Dynasties (A. D. 956) 
Hemp painting H.l42cm W.65.5cm I x 68 
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98 


99. PPT Se PE 
A 
ка 1228 rallécem ffSdeom Дх 5 


Ax alokitesvara 
Song dynasty 
Hemp painting H.116cm У/.54сш | IL x 57 


100. A 27 0 
TU 


КЕЛЕ 1201 dem J x 211 


sli 


A Buddha and tow Bodlusatts as 
Mid-Tang dynasty 
Hemp painting H 120cm W.70em 11211 


101. Жтт 


[el 
DER 5166cm iz52em 4x79 


Avalokitesy ага 
Late Tang dynasty 
Hemp painting H.166cm W.52cm JL x 79 


102. ЖЕ 


M i EA 5170m oom Дх95 


Avalokites\ ara 
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